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N.. much is known about the art of the Third Reich, 
the period from 1933 to 1945 during which Adolf Hitler 
ruled over Germany in the name of National Socialism. 
Quite a number of books have been written about its 
political history, but very few about the art it pro- 





duced. The passionate discussion that usually follows 
any attempt to display works from this period demon- 
strates that politicians, wide sections of the 
population, and even art historians are still ignorant 
about the nature and substance of the art produced in 
Germany under the National Socialists. 

The general assumption is that all the art, however 
persuasive, was so bad that it does not deserve the at- 
tention of art historians. The exclusion of this period 
from the history of art is almost universal. Nikolaus 
Pevsner's verdict that “every word about it is too 
much" is echoed by many. Germany has pushed a 
whole chapter of its cultural history under the carpet 
But the tide is turning. At a meeting of German art 
historians in Frankfurt in 1988, the subject of the offi- 
cial art under the National Socialist regime was 
debated for the first time in public. 

Few people have actually seen the works: many were 
lost in the bombings, and during the last months of 
the war the National Socialists hid many of their art- 
works in bombproof shelters. When the Americans 
arrived in 1945, they discovered an immense hoard of 


paintings, sculptures, even rugs and antique furniture 
Most of the so-called official German art was shipped 
to the United States, where it was locked away by the 
Department of Defense. It was agreed by a committee 
of art historians and government officials that no work 


that depicts a swastika or any other Nazi insignia 





should be returned to Germany. The United States 
Government has kept about 800 of the most inflamma- 
tory works in a vault under the auspices of the army in 
Washington. In 1950, however, 1,659 works were sent 
back to Germany, and in 1986, a further 6,255 

The returned works, too, are hidden away in a stor- 
age space belonging to the customs office in Munich. 
Germany has no central Ministry of Culture—each 
state is in charge of its own cultural affairs—so the 
Ministry of Finance was put in charge of this art. Na- 


tional Socialist art is still a great embarrassment to 


bia 


Arno Breker. The Guard 





the German government. Only art historians and peo- 
ple with a “genuine professional interest” are allowed 
to see it. Few have made use of the opportunity. It is 
convenient for many people to push this art out of the 
way by largely ignoring it 

So far no German museum has expressed the wish 
to show any of these works, although there are nego- 
tiations for the newly founded Museum of German 
History in Berlin to take the whole collection over. In 
the meantime, the paintings, still in their gilded 
frames, some bearing the label “Purchased by the 
Fuhrer,” await their future destiny. They sit on simple 
wooden shelves in no particular order among the rem- 
nants of carpets and furniture of the official National 
Socialist buildings. No art historian is in charge of 
them. There is a handwritten catalogue that could give 
some information about dates or ownership of the 
work, but it is carefully guarded and out of sight 

Washington also held on to a large collection of so- 
called war paintings, work done by soldiers during the 
war. Most of these, at least those without overt Na- 
tional Socialist subjects, were also shipped back to 
Germany. They are kept more appropriately at the 
Army Museum in Ingolstadt. But they cannot be seen 
either. An attempt by the director of the museum to 
exhibit the work was stopped by the Ministry of Fi- 
nance. This awkward inheritance is better kept in the 
cellar out of view and consideration 

The embarrassment about the pictures and the way 
they are handled is widespread. No one seems to 
know what to do about them. The owners of the works 
or families of the painters also seem not very inter- 
ested in regaining access to them. Periodicals and 
books published during the National Socialist period 
that dealt with the art of the Third Reich are scarcely 
available; most libraries were only too eager to destroy 
the damaging evidence. ss 

Oversimplification about the art of this period has 
led to clichés. The secrecy has helped to create a leg- 
end; there are rumors of National Socialist treasures 
lying in museum vaults. The imagination runs wild. 
The general lack of knowledge means that painters or 
sculptors once widely popular are now unknown. One 
can scarcely find out which of their works were widely 
distributed through postcards, photographs, or posters. 
Or who bought their paintings. “Are they art or merely 
historical documents?” Some still believe that they 
have evil powers which could rekindle National Social- 
ist thought. Others fear that paintings of this kind 
could actually appeal once more to a large public. The 


arguments are heated. People think that showing them 
is an insult to the artists banned by the Hitler regime 
But the opinion is gaining ground that it is important 
to look at National Socialist art and evaluate it in its 


political context. It is recognized that this art cannot 





be studied solely from an aesthetic point of view 
The art of the Third Reich is difficult, complex, and 
controversial. Whether it be in the form of fine arts, ar- 


chitecture, film, literature, or music, it cannot be 





considered in the same way as the art of other peri- 
ods. It must be seen as the artistic expression of a 
barbaric ideology. One can only look at the art of the 
Third Reich through the lens of Auschwitz. 


Few political systems that lasted just twelve years 


have inflicted such enduring damage to the psychology 


of a country as the National Socialist regime. From 
1933 to 1945 culture became the operative, key word 
of this regime 

“Adolf Hitler's state has made it its responsibility to 
embrace all art, in past and present forms,” stated the 
magazine Weltkunst (World of Art), “and to absorb it 
into the great idea of the Volk”! Volk was one of the 
key words of National Socialist philosophy, meaning 
“folk and folkdom," the totality of the German people 


and the German race 





Art was considered one of the most important ele- 
ments in building the new Reich and the new man 
Political aims and artistic expression became one 
“The modern state has taken on itself a cultural mis- 
sion. It also insists on ruling over the arts. This means 


a commitment for the painter, sculptor, poet, and mu- 





sician. Their work must serve the people,” declared the 
writer Ludwig Eberlein.? 

Culture assumed mystical significance. Hitler thun- 
dered: “Art is a noble mission. Those who have been 
chosen by destiny |Vorsehung| to reveal the soul of a 
people, to let it speak in stone or ring in sounds, live 
under a powerful, almighty, and all-pervading force 
They will speak a language, regardless of whether oth- 
ers understand them. They will suffer hardship rather 
than become unfaithful to the star which guides them 
from within.” 


The task of art in the Third Reich was to impose a 





ational Socialist philosophy of life. It had to form 


people's minds and attitudes. Hitler said, “Art has at 


jet) 


| times been the expression of an ideological and re- 


igious experience and at the same time the expression 








of a political will. 
On March 23, 1933, at the Reichstag in. Berlin, 
shortly after taking over power, Hitler outlined the 
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Fritz Erler. The Fine Arts. 
Detail of a mural 


aims and tasks of his new government to the assem- 
bled legislators. “Simultaneously with. the purification 
of our public life,” he said, “the government of the 
Reich will undertake a thorough moral purging. The 
entire educational system, the theater, the cinema, lit- 
erature, press, and broadcasting will be used as a 
means to that end.” 

Hitler regularly delivered cultural speeches endlessly 
repeating the same ideas. At the Nuremberg Party Day 
of September I|1, 1935, he again stressed, in a long 
speech, the link between the arts and politics. A spe- 
cial Kulturtagung (cultural conference) became a 
permanent feature of the annual Nuremberg rallies 
The 1937 and 1938 rallies were both used for Hitler's 
major cultural speeches.® The openings of the annual 
"Great German Art Exhibitions” in Munich were also 
used by Hitler for flamboyant speeches on the cultural 
policies of the National Socialists. Only with the begin- 
ning of war did he hand the task of opening 
exhibitions over to his Minister of Propaganda, Joseph 
Goebbels.¢ 

The National Socialists discovered that art not only 


could carry a political message but was also a perfect 





medium for creating and directing desires and dreams. 
It was able to program people's emotions and direct 
their behavior 

The National Socialists were masters at inventing 
and imposing stereotyped concepts and art forms 
which substituted for genuine artistic and personal ex- 
perience. The result was the people's total submission 
to a state aesthetic: stifling to the eye and the 
sensibilities 

Hitler's ideas about art did not emerge Svernight. In 
Mein Kampf (My Struggle), written in the twenties, long 
before he came to power, Hitler repeatedly underlined 
his belief that modern art was the product of diseased 
minds, themselves the product of a degenerate race. 
The opposite of the shining Aryan was the dark Jew. 
Uncreative, driven only by commercial thoughts, the 
Jew was the archenemy of culture, the parasite, bare of 


any idealism, without cultural roots. 


... the Jewish people, with all its apparent intellectual qualities, 
is nevertheless without any true culture, especially without a cul- 
ture of its own. For the sham culture which the Jew possesses 
today is the property of other peoples, and is mostly spoiled in 
his hands. When judging Jewry in its attitude towards the ques- 


tion of human culture, one has to keep before one’s eye as an 
essential characteristic that there never has been and conse- 
quently that today also there is no Jewish art; that above all the 
two queens of all arts, architecture and music, owe nothing origi- 
nal to Jewry. What he achieves in the field of art is either 
bowdlerization or intellectual theft.” 


Hitler's obsession with the Jew never abated. The 
ideas expressed in his early writing all found their way 
into his later speeches, repeating again and again the 
same theme: "The Jews, infected through and through 
with capitalism and acting in that spirit, never pos- 
sessed an art of their own and never will possess such 
an art.”8 In 1938 at the national Party meeting he pro- 
claimed: “We know that if a Jew understands German- 
Aryan art, this is due to the fact that he has one drop 
of German blood, by mishap or accident. This drop be- 
gins to work against him. The large mass of Jews is 
as a race culturally unproductive. That is why it is 





drawn more to Negro art than to the culturally higher 
works of the truly creative races."? 

The German race had an educational mission, Hitler 
asserted. The Aryan became the custodian of culture 
It was his task to fertilize the rest of humanity with 
new cultural ideas. “What we see before us of human 
culture today, the results of art, science, and tech- 


Fritz Erler. The Land. Detail of a mural 


niques, is almost exclusively the creative product of 
the Aryan,”!° Hitler had written in Mein Kampf He felt 
“the obligation in accordance with the Eternal Will 
that dominates this universe to promote the victory of 
the better and stronger, and to demand the submis- 
sion of the worse and the weaker... . In this world 
human culture and civilization are inseparably bound 
up with the existence of the Aryan. His dying off or his 
decline would again lower upon this earth the dark 
veils of a time without culture.”!! 

Hitler always stressed Antiquity as the real precursor 
of German art. “The struggle that rages today involves 
very great aims: a culture fights for its existence, which 
combines millenniums and embraces Hellenism and 
Germanity together.”!2 “For if the time of Pericles 
appears incorporated in the Parthenon, so does the 
bolshevistic present in a cubistic grimace.”'!? He took 
great care to link Jewishness with his other enemy, 
Marxism. “The bourgeois world is Marxist, Marxism 
itself plans to transmit the world systematically into 
the hands of Jewry.’!4 

Antitheses like bourgeois and artist, Volk and Fuhrer, 
superman and underdog, virile and effeminate, Aryan 
and Jewish were constantly stressed to confirm his 


idea of the master race 





For that race, Hitler demanded from art an ideal 
model. He postulated an Aryan beauty able to heal the 
German body and soul. The function of art was “to 
create images which represent God's creatures, not 
miscarriages between man and monkey Art must 
be the Prophetess of Sublimity and Beauty and thus 
sustain that which is at once natural and healthy. The 


cult of the primitive is not the expression of a naive 
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unspoiled soul, but of utterly corrupt and diseased 
degeneracy.” !> 

In 1937 the Ministry for Education and Science pub- 
lished a pamphlet in which Dr. Reinhold Krause, a 
leading educator, wrote that “Dadaism, Futurism, Cub- 
ism, and other isms are the poisonous flower of a 
Jewish parasitical plant, grown on German soil... . Ex- 


amples of these will be the strongest proof for the 





Page from the National Socialist 
children’s book Trust No Fox 
and No Jew 

“THE GERMAN IS A PROUD 
MAN/ WHO CAN WORK AND 
PIGHT./ HE IS BEAUTIFUL 
AND FULL OF COURAGE,/ 
THAT IS WHY THE JEW HATES 
HIM FOREVER 
“HERE IS THE JEW,/ YOU SEE 
T RIGHT AWAY,/ THE 
GREATEST SCOUNDREL IN 
THE WHOLE NATION!/ HE 
THINKS HE IS VERY 
BEAUTIFUL/ BUT HE IS 
REALLY UGLY." 























“We Farmers Are Cleaning Things 
Up. We Vote List 2—National 
Socialists."’ Election poster 


‘Bit, 
waidien fifte: 


Vorfeaaes u Hereuagedey : Heine Franke .NGechen, Bremner Sr 85 





Arno Breker. Courage. Detail 

“IF ONE DID NOT KNOW OR 
-EEL IN ALL THOUGHTS, 
ACTIONS, EVENTS, AND IN 
THE GENERAL LIFE OF THE 
NEW GERMANY, THAT THE 
GERMAN PEOPLE ARE 
MBUED WITH A NEW SPIRIT, 
ONE WOULD RECOGNIZE IT 
N THESE WORKS, IN THEIR 
CONTENT AND STYLE.” 
— WERNER RITTICH 


































Arno Breker. Grace. Detail 
“ART MUST BE THE 
PROPHETESS OF SUBLIMITY 
AND BEAUTY AND THUS 
SUSTAIN THAT WHICH IS AT 
ONCE NATURAL AND 
HEALTHY."—ADOLF HITLER 
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necessity of a radical solution of the Jewish 
question.” !6 

In opening the new art building and the first “Great 
German Art Exhibition,” in Munich in 1937, Hitler said 
“Misformed cripples and cretins, women who inspire 
only disgust, men who are more like wild beasts, chil- 
dren who, were they alive, must be regarded as cursed 
of God. There is no place for such works in this 
building.”'? Statements like this demonstrate that the 
new German art had the elimination of part of the hu- 
man race written into its concept. 

The circle of simplistic equations was quickly closed. 
Hitler linked internationalism and Jewishness. Interna- 
tionalism also meant modern art. Modern art meant 
large towns. True art, on the other hand, was linked 
with the country, with health, and most of all with the 
German Volk. “We shall discover and encourage the 
artists who are able to impress upon the State of the 
German people the cultural stamp of the Germanic 
race which will be valid for all time,” Hitler said. “It is 


this which in the end leads to an order of society in 
which the great eternal values of a people become vis- 
ibly recognizable and which clearly suggests the care 
for the life of the community and consequently regard 
for the life of the individual All man’s great cul- 
tural creations have arisen as creative achievements 


out of a community consciousness and therefore in 


Deutehland wiichf ous frarhen Mitern und gefunden findern 





Poster of the Organization to Aid Poster 

Mothers and Children. ca. 1935 “THE NSDAP PROTECTS THE 

"GERMANY GROWS NATIONAL COMMUNITY 

THROUGH STRONG MOTHERS CITIZENS, IF YOU NEED 

AND HEALTHY CHILDREN.” COUNSEL AND HELP—TURN 
TO YOUR LOCAL 
ORGANIZATION 


their origin and in the picture which they present they 
are the expression of the soul and the ideals of the 
community.” 18 

The art of this racially pure culture was to overcome 
differences of class and forge the nation into an or- 
ganic community of people following the same ideas 
It was used to bind every individual to the nation. The 
collective aim was the only reason for art, just as ar- 
chitecture and mass meetings were to absorb people 
in a communal experience. It removed the individual's 
desire to probe, to experiment, to search. Instead, it 
prescribed answers and ideologies dictated from 
above. The right thinking was propagated everywhere. 
“The right thinking is the base for the right action 
The National Socialist revolution is a revolution of 


thought! Its greatness lies in the fact that it has de- 


throned individual thought, which governed us for 
centuries, and has replaced it by communal thought. 
This gives us a new base and new possibilities of ex- 
pression,” wrote the press spokesman for the Ministry 
of Information.!9 

Hitler's revolution was as much a cultural as a polit- 
ical one. He convinced people that art was of prime 
importance to the leadership. "No age can claim to 
free itself from its duty to foster art; it would lose, did 
it do so, not only the capacity for artistic creation, but 
also the capacity to understand, to experience art 
The creative artist educates and perfects through his 
work the nation’s capacity for appreciation.”2° 

Hitler never tired of appealing to the soul and to 
people's ideals—the word “Seele” (soul) loomed large 
in his speeches. It stood for feeling, inner qualities 
that only the Germans, according to the Nazis, pos- 
sessed. Hitler rarely promised a better material world. 
It was not a higher living standard but a better way of 
life, a life filled with deeper meaning. New houses 
were built not to enrich the people but to bring them 
closer to the soil. New factories meant not higher 
wages but a healthier working life with stronger work- 
ers in the service of the nation. Group outings were 


not for amusement alone. Their primary aim was to 
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Commemorative stamps. 

Top row, left and right: 

Swastikas; center: Air Raid 
Protection. 

Center row: Fiihrer Building 
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Hubert Lanzinger. The Flag Bearer 


LF a” eR a, 7 K. Stauber. “Germany Lives.” 
| cs 1930s. Poster 
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bind people together and educate them. It all looked 


r so civilized! 


The call to what is best in people in an increasingly 
materialistic world appealed to a nation that held cul- 
ture and moral attitudes in high regard, and Hitler was 
the artist and the protector of the arts. He himself 
never ceased to propagate his image as the architect 
and the artist. After centuries of darkness the new Ger- 
man art was seen as a great Renaissance, and the man 


responsible for it was Adolf Hitler. “Now the whole na- 





tion walks again united and relentlessly into the light. 








5s Ev.| 
Soldiers. Cover of a National Socialist coloring book for children 


Where did this light come from? It came from the 
depths of the German people, from the older genera- 
tions, from the peasants, whose blood is still linked to 
the soil... . But most of all, the light came from one 
man, a man who kept his soul pure, who has not been 
corrupted by wrong education and culture, as millions 
among us have; the light came from Adolf Hitler,” 
wrote Robert Bdttcher, the president of the Art 
Teachers’ Association.?! 

Through cultural changes Hitler wanted to create the 
new man. "The new age of today is at work on a new 
human type. Men and women are to be more healthy, 
stronger: there is a new feeling of life, a new joy in 
life. Never was humanity in its external appearance 
and in its frarne of mind nearer to the ancient world 
than it is today.”?? Walter Benjamin wrote: “Fascism is 
the aestheticizing of politics.” The central role of art in 
German politics made it attractive to many people. It 
gave it a false human face. People closed their eyes to 
the more horrendous side of the regime and wallowed 
in the artistic window dressing: a bloodless takeover of 


a nation’s entire culture. “He who would win the great 


masses must know the key which opens the door to 
their hearts,” Hitler wrote in Mein Kampf “Its name is 
not objectivity, that is, weakness, but will power and 
strength. One can only succeed in winning the soul of 
a people if, apart from positive fighting for one’s own 
aims, one also destroys at the same time the suppor- 
ter of the contrary.”"?? 

National Socialist doctrine lived in almost every 
painting, film, stamp, and public building, in the toys 
of the children, in people's houses, in tales and cos- 
tumes, in the layout of villages, in the songs and 
poems taught in schools, even in household goods 
The cultural infiltration of every sphere of life never 
ceased. Sometimes subtle, working on the subcon- 
scious, sometimes crude, working on fear. It never 
stopped until it brainwashed almost the whole nation 
“The most striking success of the revolution of a view 
of life will always be won whenever the new view of 
life is, if possible, taught to all people, and, if neces- 


sary, is later forced upon them In every really 
great revolutionary movement propaganda will first 
have to spread the idea of this movement the 

more quickly, the more intensively propaganda is car- 


ried out the better, the stronger, and the more 





vigorous the organization is that stands behind it."24 
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THE HIGH CULTURES OF THE INDIANS, PERSIANS, GREEKS, AND 
















ROMANS WERE INDO-GERMANIC CREATIONS. THEY UNMISTAK- 
ABLY SHOW NORDIC CREATIVITY. ... EVEN TODAY WE FEEL AN 
AFFINITY WITH THOSE CULTURES OF THE SAME RACIAL ORIGIN. 
PEOPLE OF OTHER RACES ALSO CREATED CULTURES, BUT WHEN 
WE APPROACH THE CULTURE OF ANCIENT CHINA, OF BABYLON, 
OF THE AZTECS AND THE INCAS, WE FEEL SOMETHING DIF 
FERENT. THEY TOO ARE HIGH CULTURES BUT THEY ARE ALIEN 
TO US. THEY ARE NOT OF OUR RACE; THEY TRANSMIT A DIF- 
FERENT SPIRIT. THEY HAVE NEVER REACHED THE SAME 
HEIGHTS AS THOSE CREATED BY THE NORDIC SPIRIT. { 


—SS (Internal Security Force) Training Manual! 




















bh 
“Nie became a key word in the National Socialist 


theory of art. But Nordic did not mean only northern Europe 
The pyramids of Egypt, the temples of Greece, the German ca- 
thedrals were all appropriated. In the eyes of the Nazis, these 
monuments were the carriers of a spiritual content, determined 
by the same blood. “Blut” (blood) was another key word forever 
reiterated. This Germanic blood was supposed to be visible in 
all German works of art. “We have no doubt that cultural cre- 
ative work, since it is the most sensitive expression of a talent 
conditioned by blood, cannot be understood, far less appreci- 
ated, by individuals or races who are not of the same or related 
blood." 

In an essay on Romain Rolland and the German intellect, a 
contemporary writer tried to define what is meant by the Ger- 


man “Geist” (spirit) 


We can find the Germanic spirit everywhere that people of the same blood, 
Nordic blood, live. This kinship embraces not only the Edda and the Nordic 
sagas but also the profound wisdom of the ancient Indians, the Persians, as 
well as the works of classical Greece... . The gigantic works of a Luther, 
Kant, Fichte, Dtirer, Goethe, Schiller, Beethoven, Mozart, of a Frederick Il, 
Bismarck, and Hitler, to mention only a few names out of the large number 


of great German intellectuals who have all lifted what is Germanic into 
what.is German |Germanentum in Deutschtum]. . . 


What do we call ‘Germanic’? It is the emanation of the soul, 
the Nordic myth, the belief in the “starry sky above us and the 
eternal law within us” [quotation from Fidelio—P. A./. “Ger- 
manic’’ means the highest moral values, the profound knowledge 
of a tragic destiny, and the cheerful affirmation of a renaissance. 
To be “Germanic” means plunging into one’s soul, listening to 
the inner voice.3 


Germany's descent into Fascism had begun long be- 
fore Hitler came to power. The belief in the Nordic 
myth and in the superiority of the German race was 
not new. There was a whole tradition of thought on 

_ which Hitler could base his anti-intellectual chauvin- 

| istic ideas. “What is German? It must be something 
wonderful, for it is more beautiful than anything else,” 
\ wrote Richard Wagner in a letter to Friedrich 
‘Nietzsche. 

Here too the ground for Hitler was well prepared. In 
1912 the writer Hermann Burte, who would figure large 
in the Third Reich, published Wiltfeber der Ewige Deut- 
sche (Wiltfeber, the Eternal German). The novel's hero 
went to search for his German roots and built a Uto- 
pian world based on peasant life, close to the German 
soil. The novel was a wide popular success. 

Associations that fostered a Germanic Utopia 
flourished. In 1923 the publicist Willibald Hentschel 
proposed a racially pure Germanic colony named 
“Mitgart” after a legendary Aryan site. Mitgart was to 
become a breeding place where selected heroes would 





fertilize selected maidens in order to produce an elite 
Sen Ee he Ree eee race. Hentschel, born in 1858, lived long enough to see 
himself highly honored by the Nazis. An organization 
Rmponiss called Artemanen sought to revive the strength of the 
Still from Leni Riefenstahl’s film 


Olympia—Feast of the peasants and the idea of the nobility and purity of 
pe 8 


ations. 1936 peasant blood. 
“THE NORDIC ARTIST WAS ; . ORE : 
ALWAYS INSPIRED BY AN The magazine Die Sonne, Monatsschrift fir Nordische 
DEAL OF BEAUTY. THIS IS Weltanschauung und Lebensgestaltung (The Sun, Monthly 
OWHERE ee Sener of Nordic Philosophy and Way of Living), which was 
THAN IN HELLAS'S : 
DOWERFUL. NATURAL IDEAL published in the twenties, regularly featured articles 
OF BEAUTY."—ALFRED on art and race. For them, Michelangelo's figures, 
ROSENBERG 





Nietzsche's superman, and Goethe's Faust were giants 

with Nordic souls, able to fight any Oriental or Roman 

influence. 

. The National Socialists thought that their art would 

transcend history. “True art is and remains eternal,” 
Hitler claimed. “It does not follow the law of fashion; 
its. effect is that of a revelation arising from the depths 

24 of the essential character of a people.”4 





EIN ACHTES KANN ICH/ACHTET DAS VOLK ES/ 
NUTZT ES IHM IN DER NOT: WO HADERUND 
HASS DIE HELDEN ERREGT/ SCHLICHTE ICH 
SICHER UND SCHNELL EDDA 
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IF THE PEOPLE RESPECT 
IT/ IT WILL BE VALUABLE IN 
TIME OF NEED: WHERE 
DISCORD AND HATRED 
INFLAME THE HEROES/ 
| RESOLVE IT SAFELY AND 
SWIFTLY.’ 
—EDDA 
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Hitler continually stressed the link with the past. “It 
is the mark of the really gifted artist that he can ex- 
press new thoughts with words that have already been 
coined; in order that they have a lasting timeless sig- 
nificance, they must possess eternal values 
| Ewigkeitswert|."" Everything that smacked of Germanic 
or Nordic values was dragged out and used in the re- 
writing of history. The wars of the Nibelungen, the 
Holy Wars, the Reformation, were all battles for the 


German spirit, and Hitler saw himself as the standard- 


bearer of the present crusade (see illustration page 





18). Diirer and Holbein, old folk dances and customs, 
were incorporated into their cultural vocabulary. The 
appropriation of the great names of the past played an 
important role in National Socialist doctrine. They 
guaranteed continuity and made the regime legitimate 
Everything was designed to lend authority to the 
new system and give it a spurious eternal value. Alfred 
Rosenberg, the most notorious Nazi theorist, had 
claimed that “from Aryan India came metaphysics, 
from classical Greece beauty, from Rome the discipline 
of statesmanship, and from Germania the world, the 


highest and most shining example of mankind."° 

















It did not end there. As ancient Greece was inter- 
preted as a flowering of Aryan culture, so were the 
Romantics, for they too had looked to Greece and to 
the Middle Ages for inspiration and guidance. Some of 
the National Socialists, however, rejected the Gothic 
Rosenberg and the painter and architect Paul Schultze- 
Naumburg considered it decadent, a Jewish-Christian 
culture. Hitler's architectural favorites were Friedrich 
Gilly and Karl Friedrich Schinkel, the nineteenth- 


century masters of Prussian classicism. They were seen 


as the noblest expression of German art, rooted in 


classical antiquity. In Hitler's mind, Schinkel’s build- 
ings, the Acropolis, and later Albert Speer's 
Reichskanzlei (Reich Chancellery) were to form a 
seamless tradition. But the National Socialists did not 
enthrone all of Schinkel’s work: they chose only what 
suited them. As among the nineteenth-century paint- 
ings they had picked the genre scenes, they 
concentrated on Schinkel’s Neoclassical work, ignoring 
his neo-Gothic designs. 

The celebration of a glorious German past was one 
of the many ideas the National Socialists borrowed 


from the nineteenth century. The return to Germanic 


roots was one of the favorite themes of the so-called 
national thinkers. The English-born political thinker 
Houston Stewart Chamberlain linked Rome with the 
Germans, and in a much-read novel by Felix Dahn, Ein 
Kampf um Rom (A Battle for Rome), written in 1867, the 
Germans were traced back to ancient Rome. Literature 
was widely used to spread the cult of the old Ger- 


mans. In the beginning of this century the reading of 





the German sagas, the Nibelungen, and the Edda was 
constantly encouraged—a fashion which continued 


during the Third Reich. In 1934 a new College of Nor- 





dic Art (Nordische Kunsthochschule) was opened in 
Bremen 

The idea of the Volk, too, had long been a cherished 
notion. The enormous social, geographical, and politi- 
cal changes that had taken place in Europe in the 
preceding century had alienated individuals and made 
them feel increasingly isolated from each other. Indus- 
trialization had cut them off from nature. To bind 
people again in a volkish unity and to restore the link 
with nature had been a dream since the days of the 
Romantic movement. Bismarck’s unification of Ger- 


many was seen by many as a mere political step 
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Spiritually and culturally the Germans still felt dis- 
united, ready to listen to any prophets promising 
unity. The idea of a great German Volk found receptive 
ears even among intellectuals, but especially among 
the youth, who by tradition had radical leanings to the 
left or right. By the beginning of this century the volk- 
ish idea was well established in Germany; Hitler only 
had to absorb it into his philosophy. But it was Hitler 
who created the mythos of the German Volk, the 
mythos able to embody the longing of all those who 
had looked for consensus and unification. And the arts 
played a major part in creating this mythos of the 
dawn of a new German culture and civilization. 

The struggle between modernists and traditionalists, 
too, had begun long before it became one of the cen- 
tral themes of Nazi art theory. “The Germans have a 
mission for all nations on earth,” wroté Paul de 
Lagarde in 1866. Powerful organizations with several 
hundred thousand members, like the Diirerbund (Durer 
League) on the left and the Alldeutsche Verband (Pan- 
German League) on the right, fought bitter ideological 
battles. “We belong to the master race. . . . Germany, 
awake!” was the fighting call of the Pan-German 
League in 1890. 

The painter Fritz Erler, whose work would later fea- 
ture heavily in National Socialist exhibitions, had in 
1899 founded an artists’ association, Die Scholle (The 
Sod). A popular art magazine, Der Kunstwart (The 
Guardian of Art), edited by Ferdinand Avenarius, ap- 
peared in 1904. They shared the call for more idealized 





art forms in which beauty and noble feelings 
prevailed 

The first writer to use the word “degenerate” in con- 
nection with art was Max Nordau in 1893, in a novel 
called Entartung (Degeneration). Julius Langbehn, au- 
thor of Rembrandt als Erzieher (Rembrandt as Educator; 
1890) and, with M. Nissen, of Ddirer als Ftihrer (Diirer as 
Leader; 1928), and Houston Stewart Chamberlain 
based their writings on racial ideas 

The early 1900s had seen a great flowering of the 
arts. This was the beginning of what most people call 
modern art. Painting, writing, and music all followed a 
trend toward introspection and a search for truth 
rather than beauty in the traditional sense. Human 
suffering in an increasingly dehumanized world be- 
came a major theme. Many people were antagonized 
by an art growing out of what was often associated 
with German Angst (anxiety). In 1911 the painter Carl 
Vinnen published a manifesto protesting against the 
“Modernists.” It was signed by 134 artists. 

Of course the modernists fought back. Magazines 
like Herwarth Walden’s Der Sturm (The Storm; 1910-32) 
spoke up for modern art. In 1919 the National Gallery 
in Berlin opened an extensive modern section which 
included not only the work of the painters of the 
Briicke (Bridge) and the Blaue Reiter (Blue Rider) 
groups but also works by Braque and Picasso 

Because of the national shame that resulted from 
the Treaty of Versailles at the end of the First World 
War, many people turned against anything foreign or 





liberal. With the arrival of the Impressionists, the his- 


tory of art had been largely rewritten. Modern art 
came as a shock to most people—especially in the 
south of Germany, which still basked in a wholesome 
Biedermeier world and provincial coziness. The modern 
painters were not widely established and were really 
known only in the big cities. While the intellectuals 
embraced all sorts of artistic experiments, many others 
felt that art was getting further and further away from 
ordinary people. Art increasingly needed a commen- 
tary and it had to be explained, not just looked at and 
enjoyed. It had become elitist. To a nature-loving and, 
for the most part, provincial people who longed for the 
good old days, modern art, modern architecture, and 
the by-products of decadent big-city life were disturb- 
ing. The urban bourgeoisie was considered antisocial, 
in love with new machines, misled by foreign ideas, 
and obsessed with money. All this smacked of revolu- 
tion and of the destruction of the old order. Society 
needed to defend old values against any kind of fur- 
ther revolution. Right-wing political groups exploited 
these widespread fears. The calls for a ruling hand to 
bring order became louder—and Hitler was ready (see 
illustration page 19) 

Even before the First World War, Paul Schultze- 
Naumburg was critical of the decadent art produced in 
the cities, and pleaded for a pastoral style, such as 
that favored in southern Germany. In his writing, ra- 
cially based art theories, anti-Semitism, and the Blood 


and Soil ideology were closely linked. It is hard to 
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imagine to what extent the obsession with race af- 
fected people. It led Schultze-Naumburg, in his zeal, to 
spot Oriental traits in Lucas Cranach: “Cranach is in- 
structive; mongoloid traits are frequent We cannot 


determine Cranach’s blood, but we can be certain that 





besides his Nordic elements, there must be some from 
the Asian race." 

Many of Hitler's theories on art, especially his habit 
of locating Aryan art in classical Greece and in the 
Middle Ages, came from Schultze-Naumburg, who saw 


in these precursors 


high intelligence, inventiveness and civic virtues... . Art needs a 
different soil from the acre fertilized by the dung of international 
artistic research. The art of the nineteenth century, when people 
did not live under a unifying idea, lacked the cheerful affirmation 
of our present time... . This affirmation fills the whole popula: 
tion with a new, and universally felt, meaning. This has become 
the Myth of the Twentieth Century... . With the rebirth of a 
new volkish state grows the possibility of a new, truthful art, 


rooted in the German people.” 


The failure of German art was seen as a failure of 
the German soul. “We must ask why did German art 
falter? Why did Germany break up? There are a 
hundred things that precipitated the fall, but the ulti- 
mate reason for the poisoning lies in the rape of the 


German soul,” wrote Robert Bottcher.® 
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Books, pamphlets, and associations promised to get 
rid of foreign influence and to bring forth a German 
culture with German standards based on the discipline 
and order of earlier centuries. 

In 1920, in her apartment in Dresden, the painter 
Bettina Feistl-Rohmeder formed an art group called 
the Deutsche Kunstgesellschaft (German Art Society), 
patterned along the lines of Schultze-Naumburg’s theo- 
ries. Only artists of German blood were admitted. It 
published two magazines: Deutsche Kunstbericht (Ger- 
man Art Report) and Deutsche Bildkunst (German 
Sculpture). The German Romantics were their model, 
and they turned against what they saw as “the horrible 
deformed bodies found in modern art.” Words like 
“Nordic,” “German,” “heroic,” “rustic,” “noble’—all 
qualities which National Socialist ideology claimed as 
particularly German—were widely used 

The works of Gauguin and Matisse were labeled 
nonart. Gallery and museum directors who favored 
modern artists were attacked, and the Weissenhof 
Siedlung (a model housing development erected in 
Stuttgart in 1927) with buildings by Ludwig Mies van 
der Rohe, Le Corbusier, and other modern architects 
provoked a barrage of protests. “Oriental flat roofs 


were replacing gabled homes,” wrote Schultze- 


Naumburg, voicing an anxiety that found much sup- 











Hitler Youth 


port also among architects. Feistl-Rohmeder continued 
her tirades of hatred throughout Hitler's regime. In 
1938, she wrote a book called /m Terror des 
Kunstbolschewismus (In the Terror of Art Bolshevism). 

Manifestos “Against Negro Culture, For a German 
Heritage” appeared as early as 1930. In the region of 
Thuringia, Erwin Piscator’s famous Berlin Theater 
Group was not allowed to perform, and films by Sergei 
Eisenstein, as well as Georg Wilhelm Pabst’s Three- 
penny Opera (1931), were banned 

Alfred Rosenberg, an architect by training, also for- 


mulated many of the ideas that served as the basis of 


National Socialist ideology. His book Der Mythos des 20. 


Jahrhunderts (Myth of the Twentieth Century), published 
in 1933, with its defense of the concept of blood and 
soil, made him the Party's ideological spokesman. “In 


order to create a contrast to the blond infanta, Veldz- 





quez paints a midget next to her, one of those bastard 
types Spain is so full of Gauguin looked for his 
ideal of beauty in the South Seas lin| girl friends 
of a black race He too is torn apart and rotting 
away, like all of those who searched the world for a 
lost beauty.”? 

In August 1927, Rosenberg founded his National So- 
cialist Society for German Culture. It became in 1928— 
29 the Kampfbund fiir deutsche Kultur (League for the 
Defense of German Culture). The aim of this organiza- 


ion was to halt the corruption of art and to inform the 


people about the relationship between race and artis 


tic values. The moral foundation of art had to be a 
eroic one. Rosenberg asserted that the destruction of 


art was begun by the Impressionists and continued by 





he Expressionists. “This alien Syrian-Jewish plant has 





o be pulled out by its roots,” he wrote 











Terms like “Jewish,” “degenerate,” “Bolshevik” were 
widely used before 1933 to describe almost everything 
that was considered modern. This included not only 
politically motivated leftist artists like Kathe Kollwitz, 
Ernst Barlach, and George Grosz, but most of the art- 
ists who were at the center of the international art 
scene. 

As it attacked modern painting, the Kampfbund fiir 
deutsche Kultur also attacked the work of the leading 
modern architects: Bruno Taut, Peter Behrens, Ludwig 
Mies van der Rohe, Walter Gropius, Heinrich Tessenow, 
Erich Mendelsohn, and others 
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The National Socialists’ constant call for a return to 
nature and to simpler forms and materials was also 
not new. An antiurban pastoral feeling had flowered 
long before Hitler made it one of the recurrent ele- 
ments of his ideology. Hordes of young men hiked 
through the countryside singing German Volkslieder and 
being moved by German myths that embraced the 
good and the heroic. The German Jugendbewegung, 
the Wandervégel (the youth movement, the Wandering 
Birds—a poetic version of the Boy Scout movement), 
was immensely popular. No other country had such a 
widely organized youth movement. Formed in 1901 in 
Berlin by Karl Fischler, it spread quickly throughout the 
entire country. By 1911 it had 15,000 members. How- 
ever varied in origins and aims, the loyalty to the 


concept of a Volk, to tradition, to the love of nature 





was a unifying factor. Not primarily a political move- 


ment, it was nevertheless the seed for Hitler's harvest 





of almost an entire generation. The ideological basis 

was the formation of the individual into a member of 
the group. The youth movement and what it stood for 
were celebrated in almost pseudo-religious hymns by 
poets like Walter Flex. His words and thoughts were 

later absorbed by the Reichsjugendfiihrer (Reich Youth 
Leader), Baldur von Schirach, in his songs for the Nazi 


Youth Movement 
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THIS IS GERMANY, HAIL 
GERMANY FROM THE 
DEPTHS OF YOUR HEART 
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Dance as a messianic happening that embraced the 
cult of the naked body and rhythmic movements was 
very popular in the early part of this century. Nude 
bathing became one of the favorite pastimes, and 
Freibéder (nude bathing establishments) blossomed. 
The ideas of Turnvater Jahn (Gymnast-Father Jahn, 
Friedrich Ludwig Jahn), who at the beginning of the 
nineteenth century had founded the German Gymnas- 
tic Association, were widely propagated. The healthy 


Aryan body was seen as a bastion against Latin, Asian, 


or other foreign influx. Magazines like Kraft und 
Schonheit (Strength and Beauty) or Die Schénheit 
(Beauty) were full of a missionary belief in the renewal 
of spiritual values by divesting oneself of clothes and 
fusing one’s naked body with nature. Paintings and 
photographs celebrated the naked body in ecstatic 
poses, Finally, in 1929 a mass congress under the title 
“Nacktheit und Erziehung” (Nakedness and Education) 
was organized. Its aim was to fuse all the various sects 
into one great mass movement. 

A new feeling for the body emerged. Gymnastics, 
dance, fashion, the nudist movement all began to dis- 
cover and to celebrate the body. The schools of Rudolf 





Steiner and Emile Jaques-Dalcroze propagated the col- 
lective dream of a healthy, natural human being. The 
productions of Max Reinhardt, the dances of Isadora 
Duncan and Mary Wigman were seen as a liberation of 
the body in a kind of ecstatic union with nature. At the 
turn of the century, painters like Fidus (nom de plume 
of Hugo Héppener) promoted an art that featured 
nudes reaching out to the sun, the sun being the giver 
of life. Just the kind of imagery the National Socialists 
would adopt. 

Art has always been central to German life. To up- 
hold traditional values, as represented by Goethe, 
Beethoven, and the other “greats” of Germany's past 
was of concern to the whole nation. Humanistic cul- 
ture was a key concept for the very large and well- 
educated middle class. “Art is what elevates; it does 
not descend to the gutter,” Kaiser Wilhelm Il had said 
in words Hitler might have used. The idea of a healthy, 
broadly accepted culture, based on national, folk, and 
even racial ideas, corresponded to what many people 
felt. The call for a return to order sounded with almost 
hysterical intensity. Some of it matched the future 
tirades of the National Socialists. 

Modern art had only a handful of defenders and 
many adversaries. The Weimar Republic was a melting 
pot that held many divergent ideas. The issues de- 
bated were diverse and often contradictory. There 


seemed to be an impending crisis that must at all 
costs be avoided. In Hans Arp and El Lissitzky’s book 
Die Kunstismen/Les Ismes de l’Art/The Isms of Art, pub- 
lished in 1925, no fewer than sixteen different 
movements are mentioned. A flood of new styles 
threatened the established view of art and of society. 
The constant artistic changes were anathema to bour- 
geois taste, which demanded permanence and 
reassurance from its art. It was on this desire that the 
National Socialists built their art theory. Modern art 
for them was the spiritual sellout of national values by 
decadent artists. In their cultural speeches Goebbels 
and Hitler stressed the fact that the increasing variety 
of movements and styles was the product of a greedy 
Jewish Bolshevik clique. Modern art was the villain; it 
stood for decadence, internationalism, Jewishness, ho- 
mosexuality, Bolshevism, big-city capitalism. “So long 
as the characteristic features of the great cities of our 
day, the outstanding points that catch our eyes, are 
warehouses, bazaars, hotels, offices in the form of sky- 
scrapers, etc., there can be no talk of art or any real 
culture,” Hitler said.!° 

In total contrast to the permanence of true German 
art, modern art was short-lived because it was ob- 
sessed with fashion. Art was in the hands of 
international dealers. It was primarily commercial. So 
charged the National Socialists. And they took good 
care to tack labels like “capitalism” and “inflationary 
prices” onto modern art. For many Germans, having 
just overcome the most horrendous inflation in their 
history and with unemployment topping six million, 
this was precisely what they wanted to hear. Hardship 
in the cities was extraordinary. It was an easy task to 
represent the city as sterile and chaotic. The country 
seemed a wholesome and fertile paradise which ap- 
pealed to those living in the dingy courtyards of the 
towns, who had no prospect of work and no hope. 

Realistic painters working in the nineteenth-century 
tradition also felt they were losing out against the 
modernists, who were stealing the headlines and get- 
ting high prices in the international markets. Now their 
time had come. They jumped at the opportunity. "Ger- 
man art! What a wonderful world opens when | hear 
these words!” wrote the painter and sculptor Hanns 
Bastanier in 1935. “During the last fourteen years, 
most of what has been offered, collected, recognized, 
fostered as German art is not German art. It is inter- 
national, like its creators, not German. While these 
works were the favorite children of museums . . . Ger- 
man art sat, in the clothes of a beggar, like a German 























Cinderella on the side of the road. Mocked by interna- 
tional experts, it survived through the charity of the 
people.”!! 

Many did not realize that the discussion about rep- 
resentational art and abstract art had become a 
political one. Some thought that it was merely an aes- 
thetic debate. Some of the established but neglected 
artists saw themselves becoming the guardians of cul- 
ture. And the National Socialists stirred up feelings of 
revenge. Anti-Semitic feelings were whipped up by , 
constantly stressing that in the arts the Jews were in 
power. Existing conflicts within professional groups 
were exploited in the worlds of theater, film, music, 
and the visual arts. Here, too, Hitler cashed in on the 
atmosphere of jealousy and philistinism. It was an 
easy task to fuel antagonism. Racial prejudices were 
widespread. The eminent historian Werner Sombart 
linked capitalism with Jewishness in his influential 
book Die Juden und das Wirtschaftsleben (The Jews and 
the Economy), published in 1910. His ideas were 
quickly picked up by others. Literature too spoke of 
violation of the German race through the Jews. Artur 
Dinter's Die Stinde wider das Blut (The Sin Against 
Blood), published in 1918, was immensely popular and 
was brought out in large editions. 

“The Jewish influence on the general public was di- 
sastrous,” wrote the architect Julius Schulte-Frohlinde 
about the Weimar Republic, voicing the racial preju- 
dices of many. “Newspapers, architectural books, and 


magazines were contaminated by this spirit. They con- 
fused even those who wanted good things. The 
phraseology of the Neue Sachlichkeit |New Realism] 
triumphed. The inventors of this soulless international 
fashion were Jews and Marxists, who could not and will 
never understand the German soul.”!2 

The first inkling of the barbarism to come could be 
felt with the destruction of Oskar Schlemmer's frescoes 
in the stairwell of the Bauhaus in Dessau in October 
1930. At the same time seventy works of modern art 
by Paul Klee, Emil Nolde, Oskar Kokoschka, Lyonel 
Feininger, and others were taken from the 
Schlossmuseum in Weimar. But many interpreted 
these actions as merely provincial philistinism. Few 
saw the writing on the wall. 

The circles that supported Hitler, and they included 
much of the educated middle class, were totally mis- 
taken when they thought that the new regime would 
bring back the good old days and restore the old feu- 
dal system by encouraging thatched roofs, folk dances, 
celebrations of winter solstices, and swastikas. Hitler's 
Mein Kampf had laid down the rules of what he consid- 
ered degenerate, what was acceptable, and what was 
not. But few people had read it 

At the beginning of the Hitler regime there were no 
direct guidelines about the look of the new German 
art, only some vague ideas about volkishness and Teu- 
tonic values. What the policymakers did know, however, 
was what the new German art should not include. 
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A BOOK WAS WRITTEN, NOT POETRY IN A LOW 
COMMON SENSE, AND YET A POEM, A VIEW OF 

A NEW PEOPLE IN A NEW STATE! THE MAN WHO 
WROTE IT IS CALLED ADOLF HITLER! ... THE GREAT 
STATESMAN OF THE GERMANS IS A KIND OF POET... . 
A PROSE COMES INTO BEING WITH A SURGING 
QUALITY UNIQUELY ITS OWN, A MARCH-LIKE STEP 
WITH TENSIONS AND PROJECTIONS OF THAT ATTITUDE 
WHICH NIETZSCHE HAD IN MIND WHER HE SAID: “I LOVE 
HIM WHO HURLS FORTH THE GREAT WORD OF HIS DEED, 
SINCE HE WILLS HIS FALL.” ... IF FREDERICK THE GREAT, 















THE FAR-SIGHTED MONARCH, THE FRIEND AND PUPIL OF THE 
RATIONALIST VOLTAIRE, COULD FRUCTIFY POETRY THROUGH 
HIS DEEDS, ALL THE MORE SO CAN ADOLF HITLER, THE SON OF 
THE PEOPLE, RISEN FROM ITS POWERFUL DEPTHS, STEELED BY SUFFERING 
AND PRIVATION, FAMILIAR WITH ALL THAT IS HUMAN, A VOLUNTEER 
SOLDIER IN THE WORLD WAR, ... DESIGNATED BY THE NORNS AS ELECT. 


—Hermann Burte in a speech to the poets of the Greater German Reich in 1940! 














A ie Adolf Hitler 


always considered Linz, where he spent most of his 
childhood, his hometown, he was born on April 20, 1889, 
in Braunau in Austria. From an early age he had vowed 
to dedicate his “life wholly to art.” He had a talent for 
painting and drawing and as a young man never tired of 
sketching theater buildings, museums, even a bridge for 





the town of Linz. Several of these plans were later realized. 


It has been noted that Hitler’s anti-Semitism and his 
suspicion of anything modern were well developed 
from his early youth on. Many people have tried to ex- 
plain Hitler's hatred of intellectuals and of modern art 
by the fact that he failed to pass the entrance exam- 
ination of the Vienna Academy in 1907. This failure 
has often been exaggerated. The myth of the artist re- 
jected by the decadent bourgeois art establishment 
suited his image, and he never ceased to propagate it 
himself. In fact 85 of his 113 fellow art students also 
failed the entrance examination. But the verdict of the 
academy—'Sample drawing: unsatisfactory’—was cer- 
tainly a big blow to him. He later wrote it was “like a 
glaring flash of lightning.” He tried to study architec- 
ture and was again told that he lacked the necessary 
qualifications. He also failed in a painting class. As he 
later wrote in Mein Kampf. “By all reasonable judg- 








ment, the fulfillment of my dreams of being an artist 
was no longer possible.” 

Hitler was self-educated and his attitude toward art 
and his judgments about it had the hallmark of the 
self-taught. As a student in Vienna he developed the 
roots of what became the aesthetic principles of the 
Third Reich. From the start his approach to art was to- 
tally conventional and full of prejudice. He acquired 
attitudes he would never change. It was a catastrophic 
combination of political motives with very narrow, in- 
tensely felt aesthetic concepts. They would mark the 
arts policies of the Third Reich 

Hitler loved the nineteenth century, especially the 
works of the traditionalists Hans Makart, Anselm 
Feuerbach, and Ferdinand Waldmiiller, but knew noth- 
ing of the innovators Egon Schiele and Gustav Klimt 
Even as a young man eager to become an artist Hitler 
had no desire to explore anything new or unconven- 
tional. It was always the well-trodden path. He reveled 
in the Neoclassic facades of Vienna and endlessly 
sketched the Ringstrasse. He continually drew architec- 





tural subjects, but they show no influence from the 
new generation of Viennese architects, Josef Hoffmann, 
Otto Wagner, or Adolf Loos 

Hitler had always had a penchant for Munich, where 
he moved from Vienna. It is rather revealing of his 
conventional outlook that he chose provincial Munich 
rather than modern and sophisticated Berlin. But here 
too, as in Vienna, he ignored any new artistic trends 
Wassily Kandinsky, Franz Marc, and Paul Klee all lived 
and worked in the bohemian Schwabing district at the 
same time as Hitler, but he joined those who branded 
their groups as exemplars of what would later be 
called “cultural Bolshevism,” a label extensively used 
in National Socialist phraseology 

Hitler was very prolific in his artwork. According to 
his own account he made over 700 paintings in Vienna 
alone. The estimated number of his watercolors, oils, 
and drawings varies between 2,000 and 7,000.2 Hitler 
himself liked particularly his early watercolors and oils, 
done from 1905 to 1908. He also attached some impor- 
tance to the work done in the prison in Landsberg in 
1923-24, while he was incarcerated for an abortive 
putsch. But except for his architectural drawings, he 
was never very proud of them. “My architectural 
sketches were my most prized possession, the fruit of 
my brain. | held onto them and never gave them away, 
as | did my pictures.” 

Hitler's artwork lacked originality but he was a com- 
petent copier and pasticheur. His early drawings were 
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already marked by his folie de grandeur. Among them 
were sketches for the triumphal arches and cupolas 
that his chosen architect, Albert Speer, later would at- 
tempt to build for him. His lifelong passion for 
architecture explains why he was more liberal in his 
attitudes toward that art form than toward any of the 
others. In contrast to the most extreme voices in the 
Party, who rattled on against the intellectualism of the 
Bauhaus School, Hitler did not share their total dis- 
taste for innovators like Walter Gropius and Le 
Corbusier, and he allowed modern trends to continue 
As late as 1936, when the visual arts had already been 
cleaned up, one could still find articles featuring the 
work of Mies van der Rohe and Peter Behrens, who 


was named that year to head the architectural depart- 





ment of the Prussian Academy 
When Hitler was a student he frequently sold his 


work on the street, sometimes giving it to friends in 





return for favors. Their conventional style, their tradi- 
tional themes, and their neat execution obviously 
appealed to many people who rejected anything mod- 
ern. Later he managed to sell his work through some 
dealers in Vienna 
Hitler also made advertising prints and posters to 
keep himself going. His drawings included plans for 


tanks, battleships, and a stage set for 7ristan und /solde. 





He later designed the National Socialist flag, the SA 
(Storm Troopers) standard, and the masthead of the 
Vélkischer Beobachter (The Volkish Observer), the official 
National Socialist newspaper. He also boasted that ev- 
erything that made the Mercedes automobile beautiful 
was based on his ideals and that the Volkswagen Bee- 


tle was his design. Cutlery and furniture for the Reich 





Chancellery were also designed by him. From 1920 on- 


ward he replaced the word “artist” after his name with 


“writer.” He read ferociously and tried his hand at writ- 
ing a play 

The National Socialist Party (NSDAP) was the first to 
collect Hitler's work for its archive. Under Rudolf Hess, 
a "secret section” systematically recorded and authen- 
ticated and photographed all of Hitler’s sketches, 
advertising designs, watercolors, and oil paintings 
This archival activity was maintained until the begin- 
ning of the war 


In 1937 Hitler decreed that no one should write 








about his drawings and forbade any exhibitions. He 
probably realized that the quality of his art was incom- 
patible with the vision he had of himself as the “artist- 


statesman.” A few years later he banned the sale of his 





work abroad. It was eagerly sought after at home, how- 
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ever. There was a rumor that many of Hitler's paintings 
were destroyed on his order, but this has not been 
oroved 

Considerable amounts of money were offered for a 
ditler original; examples could be bought right 
through the war. One of the biggest collectors of 
litler's architectural drawings was Albert Speer. 


Despite Hitler's order not to publish anything about 





nis art work, there were some reproductions and re- 


drints still in circulation. But on the whole, the general 





dublic knew little about them. Strange) enough, in 
1936, the American magazine Esquire reproduced some 
of his work, and eight paintings were reproduced in 


Collier’s magazine in 1938. 





Hitler's drawings have been criticized for being to- 
tally amateurish, which is not true. But like his writing, 
they smacked of philistine neatness. Nevertheless, his 
knowledge of architecture and his skill in drawing de- 
serve a certain respect. Of course, the praise they 
received during the National Socialist period was 
absurd 


This simple lance corporal and front fighter always worked also 
as an artist even between the bitter experiences of the bat- 








tles.... His works are not a romantic rendering of the war, but 

a serious and moving monument. .. . He catches, with the eye of 
a German landscape painter, the foreign land, so that it becomes 
familiar... . In all the drawings one detects the born architect 
putting the Viennese Academy to shame. But most of all we rec- 
ognize in all the details of his work honest, loving, and upright 
devotion to the whole. 


Hitler also had a great passion for music. He saw for 
himself a career which would combine the visual arts 
and music. He idolized Richard Wagner and Anton 
Bruckner, but totally ignored Gustav Mahler and Rich- 
ard Strauss, and of course the modern Viennese 
School of Arnold Schoenberg, Anton Webern, and AI- 
ban Berg. As a young man, he went night after night 
to the opera and claimed to have seen 7ristan und 
Isolde thirty-four times. His relationship with Wagner's 
music was of an almost psychotic nature. It is reported 
that he spoke about the “hysterical excitement” that 
overcame him when he recognized “the kinship with 
the great man.” Wagner's ideas about blood broth- 
ership and his overt anti-Semitism found their way 
into Hitler's ideology. 

“You artists live in great and happy times. Above 
you the most powerful and understanding patron. The 
Fiihrer loves artists, because he is himself one. Under 
his blessed hand a Renaissance has begun... . Oh, 
century of artists! What a joy to be part of it!" pro- 
claimed Dr. Joseph Goebbels,* the other ringmaster 
who dominated German art from 1933 to 1945. 

Born in 1897, Joseph Paul Goebbels was the most 
cultured and intellectual of the National Socialist lead- 
ers. Goebbels had studied under the eminent Jewish 
professor of German literature Friedrich Gundolf. But 
he never belonged to the Gundolf circle, which in- 
cluded many followers of the poet Stefan George. 
Goebbels’s association with Gundolf may have 
prompted his futile attempt to persuade George to re- 
turn to Germany from Switzerland, where he had taken 
refuge in 1933. 

Goebbels's ideas about race, about the godlike mis- 
sion of the Fiihrer, and his conviction that one must be 
ready to sacrifice one’s life for one’s country, were for- 
mulated long before he came to power. His early 
sentimental novel, Michael: Ein deutsches Schicksal (Mi- 
chael: A German Destiny), published in 1928 by the 
National Socialist publisher Franz Eher, tells the story 
of the conversion of a young intellectual to National 
Socialism. It is full of jibes at “the Jews [who] are not 
like us, they have soiled the German race.” In his essay 
“Thinker or Priest,” Goebbels talks about the mission 


* 


of the German people: “We will be heroes and re- 
deemers for a Reich that is to come.” He cast the 
German people in the role of National Socialist Chris- 
tians, with Hitler as the intermediary between man 
and God. The Jew was seen as the anti-Christ and 
Hitler therefore became the Christ figure. “Was he a 
man, half plebeian, half God? Is he Christ or only St. 
John?” Goebbels wrote in his diary. 

Once Goebbels joined the National Socialists, he 
rose quickly in the hierarchy of the Party. He founded 
the daily newspaper Der Angriff (The Attack) in 1930. In 
his hands it became his first powerful tool of propa- 
ganda, attacking the liberal attitudes of the Weimar 
Republic. Two months after Hitler came to power, in 
March 1933, Goebbels was appointed Minister for Peo- 
ple’s Enlightenment and Propaganda. If Hitler saw 
himself as the architect of the nation, Goebbels saw 
himself as the writer. Like his Fiihrer, he had come 
from a modest background and had failed to make a 
mark as a journalist or a writer. It was the Party that 
gave him the opportunity to work as a journalist. 

Of course, there were many cliques trying to influ- 
ence the arts policy of the Party, and the hierarchy 
abounded with intrigues. According to Albert Speer, 
Goebbels always looked down on the philistinism of 
his colleagues. G6ring considered Goebbels a parvenu, 
and Heinrich Himmler, in his zeal for his SS (Internal 
Security Force), felt superior to them all. Of course, 
Hitler always had the last say. 

Goebbels was totally under Hitler's control; even his 
speeches were edited and approved by Hitler. Goeb- 
bels had his own political and cultural ideas, but he 
modified them whenever Hitler intervened. He became 
more independent in propaganda and cultural matters 
once war was declared, Hitler being too preoccupied 
with his roles as the great commander and statesman. 
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THE NATIONALIZATION OF THE GREAT MASSES CAN NEVER TAKE PLACE BY WAY OF HALF MEASURES, BY A WEAK EMPHASIS UPON A 
SO-CALLED OBJECTIVE VIEWPOINT, BUT BY A RUTHLESS AND FANATICALLY ONE-SIDED ORIENTATION AS TO THE GOAL TO BE AIMED 
AI... . POISON IS ONLY CHECKED BY ANTIDOTE, AND ONLY THE INSIPIDITY OF A BOURGEOIS MIND CAN CONCEIVE THE MIDDLE 
LINE AS THE WAY TO HEAVEN. ... THE NATIONALIZATION OF OUR MASSES WILL BE SUCCESSFUL IF ALONG WITH ALL POSITIVE 
FIGHTING FOR THE SOUL OF OUR PEOPLE, ITS INTERNATIONAL POISONERS ARE EXTIRPATED. ... IN THE BLOOD ALONE THERE 





RESTS THE STRENGTH AS WELL AS THE WEAKNESS OF MAN. AS LONG AS THE PEOPLE DO NOT RECOGNIZE AND PAY ATTENTION 
TO THE IMPORTANCE OF THEIR RACIAL FOUNDATION, THEY RESEMBLE PEOPLE WHO WOULD LIKE TO TEACH THE GREYHOUND’S 
QUALITIES TO POODLES, WITHOUT REALIZING THAT THE GREYHOUND’S SPEED AND THE POODLE’S DOCILITY ARE QUALITIES WHICH 
ARE NOT TAUGHT, BUT ARE PECULIAR TO THE RACE. PEOPLES WHO RENOUNCE THE PRESERVATION OF THEIR RACIAL PURITY RE- 
NOUNCE ALSO THE UNITY OF THEIR SOUL IN ALL ITS EXPRESSIONS. . .. THE RACE QUESTION NOT ONLY FURNISHES THE KEY 
TO WORLD HISTORY, BUT ALSO TO HUMAN CULTURE AS A WHOLE. —Adolf Hitler, Mein Kampf, 1925! 


THOSE WHO ARE RESPONSIBLE FOR THE SHAPING OF PEOPLE'S ATTITUDES IN THE SPHERE OF POLITICS MUST ENDEAVOR TO 
DIRECT [THE PEOPLE'S] ARTISTIC FORCES—EVEN AT THE RISK OF RIGOROUS INTERVENTION. —Adolf Hitler, 1939? 
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a. National Socialist Weltanschauung did not 
emerge overnight, nor did Hitler's party The National Socialist 
Party had evolved from the German Workers’ Party, which was 
founded in 1918 and which Hitler joined a year later. There Hitler 
met some of his stoutest supporters: Alfred Rosenberg; Dietrich 
Eckart. a Nordic fanatic who had translated Peer Gynt: Rudolf Hess. 
a student: and the ebullient Hermann Goring with his well-to-do 
Swedish wife. Karin. From 1920 Hitler took charge of the Party's 
propaganda, promptly organizing mass meetings. From 1919 to 1933 
he devoted all his time and energy to increasing the membership of 
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the Party and to taking over the entire country. In De- 
cember 1924 he emerged from prison, where he had 
been sent after the November putsch of 1923. There he 
had written Mein Kampf On his release he intensified 
he struggle. The Party membership rose from 25,000 
in 1925 to 72,000 in 1927, when at the first Party rally 
in Nuremberg 30,000 Storm Troopers marched in front 


of him. By 1929 the Party had nearly 200,000 members 





see illustrations pages 19 and 20) 


World depression hit Germany harder than most 





countries. Hitler understood how to fire up the dissat- 
isfied masses when unemployment reached the 6 


nillion mark. A nation weighed down by anxiety and 





20verty, and filled with resentment against the coun- 





tries that had, in the Treaty of Versailles, deprived it of 
all its colonies, was an easy target for a party that 
oromised change and renewed pride. By 1931 the Na- 


ional Socialist Party had become the second most 





important party in the land and Adolf Hitler its most 
powerful political figure. 


Hitler came to power on January 31, 1933. The Na- 





tional Socialists lost no time in putting their cultural 





politics into practice, as demonstrated in their posters. 




















They began with a number of demonstrations of 
strength. They set about eliminating what they rejected 
in ceremonies like book burning, and celebrated what 
they admired by organizing spectacular mass meetings 
and by funding massive architectural schemes. The cul- 
tural landscape of Germany was reshaped, from the 
printed page to the autobahn network. 

On May 10, 1933, at Goebbels’s instigation, 2,000 
books were collected, among them whole libraries like 
that of Magnus Hirschfeld's Institute for Sexual Re- 
search, and burned by the National Socialist Student 
Organization. This festival of vandalism began at ten in 
the morning and finished at midnight, with a speech 
by Goebbels. Under the eyes of newsreel cameras, he 
proclaimed that “the period of Jewish intellectual im- 
perialism is over. From its ashes a new spirit will 
arise.” 

Among those whose works were burned were 
Heinrich Mann, Sigmund Freud, Karl Marx, Kurt 
Tucholsky, Carl von Ossietzky, Erich Kastner, Erich 
Maria Remarque, and Alfred Kerr. The first official book 
burning, held in Berlin and presided over by Goebbels, 
was followed by similar ceremonies in Munich and 
Dresden and most other university towns. Students, 
often led by their teachers, marched through town, 
shouting Nazi slogans. Fifty or more authors were 
blacklisted, among them Thomas Mann, Ricardo Huch, 
and Alfred Ddblin. Scores of writers had already left 
the country and were soon to be followed by Stefan 
and Arnold Zweig, Franz Werfel, Jakob Wassermann, 
Hermann Kesten, Bertolt Brecht, and many more. 

The National Socialists also lost no time in cleans- 
ing the German art scene of all foreign and modern 
influences. “Gleichschaltung,” or synchronization, be- 
came a watchword. As soon as the National Socialists 
came to power, in the museums in Berlin, Essen, 
Mannheim, and Cologne that had shown avant-garde 
works, the liberal-minded curators were replaced by re- 
liable Party men, brought up in the philosophy of a 
Rosenberg. The infamous Count Klaus Baudissin, doc- 
tor of philosophy and major in the SS, took over the 
Folkwang Museum in Essen and became one of the 
chief advisers in arts matters to the Fuhrer. 

To many of the followers of the Nazi regime the 
whole extraordinary cultural richness of the Weimar 
Republic was anathema. The list of people who were 
deprived of their jobs and had to leave would fill 
pages. A few names stand for many: the painters Willi 
Baumeister, Karl Hofer, Max Beckmann, Paul Klee, and 
Otto Dix were removed from their teaching posts. The 


musicians Arnold Schoenberg, Hans Eissler, Kurt Weill, 
Bruno Walter, Otto Klemperer, Fritz Busch, and Artur 
Schnabel shared the same fate. The writers Carl von 
Ossietzky, Erich Mihsam, and Paul Metter were sent 
to concentration camps, never to leave them. The Ger- 
man theater lost Leopold Jessner, Max Reinhardt, 
Erwin Piscator, Fritz Kortner, Max Pallenberg, Elisabeth 
Bergner, Therese Giehse, and many others. 

The impoverishment of German cultural life was 
staggering. Book production shrank by 30 percent. The 
number of German newspapers dropped from 4,700 in 
1932 to 3,100 in 1934. Of 10,000 magazines, over half 
disappeared within five years of the National Social- 
ists’ coming to power. 

In September 1933 the Reichskulturkammer (RKK; 
Reich Culture Chamber) was founded. It was the cen- 
tral organization responsible for the control of German 
arts, a powerful organization that embraced almost the 
entire artistic life of the country. A German periodical 
reported how Goebbels took charge: “The new Reich 
Culture Chamber was opened today with a festive cer- 
emony. The extraordinary importance of this event in 
cultural history not only justified the ceremony in Phil- 
harmonic Hall in the presence of the best creative 
talents we have in Germany today, it demanded it. In 
his speech, Dr. Goebbels underlined the revolutionary 
character which is the basis for the fundamental re- 
structuring of our entire cultural life.” 

In the Culture Chamber were departments for film, 
the visual arts, architecture, literature, and music. With 
the exception of science and education, all cultural ac- 
tivities were now under Goebbels's control. At the age 
of thirty-six, Goebbels had become the second most 
important man in the land. 

The Gleichschaltung of artists was relatively easy. For 
a long time the arts in Germany had been institu- 
tionalized. Privately sponsored artclubs and societies 
had been an important part of the German artistic 
scene. Artists of similar interests and style\grouped 
themselves together in these associations. The Third 
Reich could also build on the attitudes and customs of 
many artists who worked in traditional art forms dur- 
ing the Weimar Republic. 

The organization of all professionals spelled the po- 
litical and personal streamlining of the arts and the 
total control of all artistic life. It guaranteed that the 
arts would follow and express the philosophy of the 
Party, and harnessed all artists to serve the ideology 
"just as the leadership of the state 
claims for itself the political guidance of other areas of 


of the state. 





the people's life, likewise does it make the same claim 
here. This does not mean that politics must interfere 
in the inner function of art... . It means only that the 
state regulates and orders its great beginning and to- 
tal engagement,” Goebbels said in 1937.4 

In a state where the men in power became the sole 
executors of culture, the role of the artist had to 
change. Goebbels disguised the role of the Culture 
Chamber by claiming that it gave artists greater free- 
dom and a true purpose: 


Organization plays a decisive role in the lives of peoples... . 
every organization must demand that its members surrender cer 
tain individual private rights for the benefit of a greater and more 
comprehensive law of life, and thereby a goal-directed point of 
departure for energies which if isolated are powerless, but which 
if united have a striking, penetrating effect... . a host of old 
habits and prejudices, to which many people had become fondly 
attached, had to be overcome through the organization of the 
German creative artists in their Reich Culture Chamber... > 


The artist was no longer a private person; he be- 
came a public figure. “An art which must rely upon the 

support of small cliques is intolerable. The artist can- 

not stand aloof from his people. His art must reinforce 


\. the sure and healthy instinct of a people,” Hitler an- 
nounced in Nuremberg on German Cultural Day in 1937.° 


Their new role as a political educator promoted art- 
ists to a higher place within the nation. Many were 
seduced by this. “Today the artist wants again to par- 
ticipate in the life of the people. He wants to be part 
of its fight, its pain and deprivation. |The] artist no 
longer wants to be ‘free’ but wants his art to serve an 
idea, a state, a church, a community. .. . This philoso- 
phy of the new German Reich gives art its 
commitment and its content,” wrote the architect 
Winfried Wendland,’? who was responsible for the De- 
partment of National Socialist Cultural Policies in the 
Ministry of Culture. Professor Wendland was also a cu- 
rator at the Academy of Applied Arts. There were 
enough artists, teachers, and intellectuals like him to 
carry out these absurd ideas. 

Of course, only the racially pure and the politically 
reliable were admitted to the various culture chambers 
for the individual arts. In November 1933 Germania re- 
ported that Goebbels had explained: “In future only 
those who are members of a chamber are allowed to 
be productive in our cultural life. Membership is open 
only to those who fulfill the entrance condition. In this 
way all unwanted and damaging elements have been 
excluded."8 


As we see, artists in all fields united to solve the 
Jewish problem even before the Party did so. Right 
from the start the Reich Culture Chamber numbered 
45,000 members. Of course there were many privileges 
offered to those who supported the regime. At the be- 
ginning artists were exempt from military service—a 
privilege not granted to scientists. And many enjoyed 
great financial gain. To abstain spelled the end of a 
professional career and a life in oblivion. It also led to 
the loss of social security and other benefits. In 1935, 
two years after its founding, the Reich Culture Cham- 
ber had 100,000 members, including 15,000 architects, 
14,300 painters, 2,900 sculptors, 6,000 designers and 
graphic artists, 2,000 art publishers and art dealers, 
and thousands of filmmakers, actors, and musicians. 
This represented a formidable sellout by intellectuals 
to a political idea which had chased many of their col- 
leagues across the German borders and imprisoned 
others at home. 

There was not much large-scale public protest. In 
the beginning, patriotism led a number of artists to 
admire certain aspects of Hitler's arts program. Some 
prominent writers like Walter von Molo, Rudolf Bind- 
ing, Josef Ponten, and Martin Heidegger even signed 
documents pledging loyalty to the Fiihrer. Others, like 
Gerhart Hauptmann, applauded the new regime. 

Thousands of artists and intellectuals did leave Ger- 
many, among them some of the best, but there were 
still plenty of people to fill the empty places in univer- 
sities, on the stages, and in the orchestras. The 
persecution and the ensuing exodus continued right 
up to the annexation of Austria in 1938, which brought 
increased persecution of intellectuals. The cheering 
masses that greeted Hitler's arrival in Vienna did not 
notice that some of their most eminent thinkers, like 
Stefan Zweig, Carl Zuckmayer, and Sigmund Freud, had 
fled the country, while Egon Friedell threw himself out 
of a window. Orchestras were cleansed of their “Jewish 
elements,” while Richard Strauss, Wilhelm Furtwadngler, 
Eugen Jochum, Elisabeth Schwarzkopf, and many oth- 
ers lent their support. For many this action was a 
mixture of cowardice, opportunism, and political 
blindness. Some were simply sucked in by the regime, 
and when they woke up, for many it was too late. 

It is still amazing that such an anti-intellectual re- 
gime, which based its ideology on the most shallow, 
banal, and trivial concepts, could attract so many in- 
tellectuals. Joachim Fest has pointed out that Hitler's 
arrival was seen by many intellectuals as “a healing 
process,” a way out of their existential despair. It is 
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true that many artists working in the traditional vein 
were seduced, finding themselves able to communi- 
cate with the masses, thereby being released from the 
isolation of modern art. The poet Gottfried Benn wrote 
to Klaus Mann in exile: 


/ declare myself for the new state, because it is my people |Volk| 
that is making its way now. Who am | to exclude myself; do | 
know anything better? No! Within the limits of my powers | can 
try to guide the Volk to where | would like to see it; but if / 
should not succeed, still it would remain my Volk. Volk is a great 
deal! My intellectual and economic existence, my language, my 
life, my human relationships, the entire sum of my brain, | owe 
primarily to this Volk. My ancestors came from it; my children 
return to it. And since | grew up in the country, and among farm 
animals, | also still remember what native ground stands for. Big 
cities, industrialism, intellectualism—these are all shadows that 
the age has cast upon my thoughts, all powers of the century, 
which I have confronted in my writing. There are moments in 
which this whole tormented life falls away and nothing exists but 
the plains, expanses, seasons, soil, simple words: Volk.? 


Goebbels, skeptical about the success of his orga- 
nized book burning, tried to reassure artists that the 
Party would be generous and that not all art would be 
politicized. He considered the excesses that happened 
the birth pangs of a revolution. Trying to dispel the 
criticism that the art policies of the Third Reich were 
backward-looking, he said at the general meeting of 
the Reich Culture Chambers in June 1934: “We Na- 
tional Socialists are not unmodern; we are the carrier 
of a new modernity, not only in politics and in social 
matters, but also in art and intellectual matters. To be 
modern means to stand near the spirit of the present 
| Zeitgeist|. And for art, too, no other modernity is 
possible.”!0 

There was a lot of talk about a liberating spirit 
which would bring forth a new German art. On Hitler's 
birthday in 1933 the director of the Academy of Fine 
Arts of Wiirttemberg, the painter Arnold Waldschmidt, 
announced: “Never before in German history has there 
been an epoch which gave us greater tasks in all 
fields, and in complete freedom, than the Germany of 
today. The essence of freedom is the will to be free. 
The powerful rise of Germany is in contrast to the 
choking calmness of the liberal states. It is like a 
mighty storm, blowing through the whole of the Ger- 
rman people. It awakens all spiritual and intellectual 
forces. Such total will to live means culture, culture in 
its highest sense, regardless of the style it expresses 


itself in.”!! 


Despite these high claims, no new art form 
emerged. It is often assumed that in the year 1933 a 
new style was invented that could be classified as Fas- 
cist. Nothing could be further from the truth. The year 
1933 was a political landmark and a clear break with 
the past, but the change in the arts did not happen all 
at once. Many artists initially took a waiting position: 
some hoped for something new to emerge. The early 
years of the Hitler regime were marked by fierce ide- 
ological infighting. While the organization of the arts 
into professional bodies was carried out without much 
protest, there were vehement discussions as to what 
form the new art should take and which artists should 
be allowed to practice it. 

At the outset Goebbels showed a liberal attitude to- 
ward the arts. He wanted to stand above the conflict 
between modern and traditional art. He tried to make 
room for some of the modern artists. As he had wooed 
the writer Stefan George, he tried to persuade Thomas 
Mann to return. With some of the artists he was suc- 
cessful, as in the case of Richard Strauss, who became 
president of the Reich Culture Chamber for Music, 
with Wilhelm Furtwdngler as vice-president. He tried in 
vain to get the half-Jewish Fritz Lang to take over the 
Culture Chamber for Film despite the fact that his Doc- 
tor Mabuse was banned. The cultural office sent 
invitations to the architects Mies van der Rohe and Pe- 
ter Behrens, who both, for a while at least, were 
allowed to build. 

Goebbels somehow also hoped to keep the Expres- 
sionist artists within the National Socialist fold. At the 
beginning some of them, like Emil Nolde, Erich 
Heckel, Ernst Barlach, and Karl Schmidt-Rottluff, were 
seen as “Nordic” artists whom the National Socialist 
movement could embrace. Letters were dispatched to 
them inviting them to join the CulturegChambers. In 
December 1933, Goebbels sent a telegram to Edvard 
Munch on his seventieth birthday describing him as 
“the spiritual heir of the Nordic nature.” 

In the beginning, many things were still possible, 
which blinded hordes of intellectuals to the true pur- 
pose of the new regime. Quite a few artists fell into 
the trap. Never sophisticated politically, they were 
lulled into believing that there was a future for their 
work in National Socialist Germany. The poet Gottfried 
Benn could still write his “Confession to Expression- 
ism,” and standing next to Filippo Tommaso Marinetti, 
Benn delivered the opening speech at the Italian Fu- 
turist Exhibition in Berlin—an event made more 











palatable by the Futurists’ embrace of war. That was in 
1933. Things would soon change. 

Some of the more sophisticated members of the Na- 
tional Socialist Student Union turned against the 
official art style now propagated. They too wanted to 
include a kind of Nordic Expressionism, a demand 
which also won Goebbels’s approval. The students 
staged a mass demonstration in the main auditorium 
of the University of Berlin in a last effort to defend 
modern art groups such as the Blaue Reiter and the 
Briicke against the cultural politics of their right-wing 
counterpart, the German Cultural Union. 

On September |, 1933, in his first speech on art, 
Hitler castigated the continuation of liberalism in art, 
attacking the effort of the National Socialist Student 
Union: “We will not allow these charlatans and un- 
talented artists to enter our arts scene even if they 
change their opinion,” Hitler said. “Under no circum- 
stances must the representatives of decadence become 
the voices of the future. This is our state, not theirs, 
we will not let it be soiled."!? 

The faint flickers of liberalism gave some courage to 
the dissenting art world. Shortly afterward, the Berlin 
dealer Ferdinand Moller held an exhibition of sixty wa- 
tercolors by Nolde. In other cities too there were a few 
galleries that dared to show works by Feininger and 
Schmidt-Rottluff. In the summer and autumn of 1933 
some modern art was still exhibited in factories. 

Hitler, spurred on by Rosenberg, kept a watchful eye 
on any remaining liberalism and reprimanded Goeb- 
bels for his laxness. Despite this rebuke Goebbels 
continued to fight for a more modern art. He was ea- 
ger to show that art had first of all to do with talent, 
and not with political content. Die Kunstkammer, the of- 
ficial arts magazine of the Reich Culture Chamber for 
the Visual Arts, sometimes spoke up for the avant- 
garde. As late as 1935 its editor, Otto Andreas Schrei- 
ber, wrote two articles attacking volkish art, and 
praising modern art for its prophetic nature. This 
would not have been possible without Goebbels’s 
backing. Goebbels frequently defended the magazine 
against the attacks from Rosenberg. He also planned 
an exhibition of Berlin artists in Munich's Neue 
Pinakothek. The catalogue included works of German 
Expressionism. Beckmann, Barlach, Feininger, Hofer, 
Kollwitz, Marcks, Nolde, Pechstein, and Schmidt- 
Rottluff were all to be shown. “The people from 
Munich should see what good art is,” Goebbels was 
reported to have said. Unfortunately the exhibition 


opened with only Kollwitz’s pictures on show. The 
other moderns had disappeared. 

The bitter battle with Rosenberg, whom Goebbels 
called a “stubborn dogmatist,”'? had begun. Rosen- 
berg wrote: “Men like Nolde and Barlach provoke 
violent discussion. Some National Socialist artists 
want to exclude them from our future art; others 
praise them to the sky. Let us therefore try to form a 
judgment free of subjective opinion about the appro- 
priate style for National Socialist thought. We will see 
that in all centuries, and despite differences in fashion 
and political upheavals, the Nordic artist has always 
been marked by a special ideal of beauty. This is no- 
where more evident than in Hellas, where we see the 
powerful, natural ideal of beauty. This also dominated 
Titian, Palma Vecchio, Giorgione, and Botticelli, who 
painted Gretchen-like figures. This ideal lives in Hol- 
bein, in the Nibelungen, and in Goethe's Dorothea. It 
dominates the face of Pericles and the Rider of 
Bamberg."!4 

Hitler had to intervene. In a speech at the 
Reichsparteitag (Party Day) in Nuremberg in Septem- 
ber 1934, Hitler once more attacked “Cubists, Futurists, 
and Dadaists,” but intervening in the debate between 
the fanatical Rosenberg and the more liberal Goebbels, 
he also castigated the “volkish apostles” as too back- 
ward to belong to the new German revolution. 
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THE SUMMIT IN GERMANY’S ARTISTIC LIFE HAS ALWAYS BEEN REACHED IN PERIODS DURING WHICH THE DEEP LONGING 
OF THE PEOPLE FOUND ITS ARTISTIC EXPRESSION. IN THE EARLY PERIOD, IN THE SONGS OF HEROES AND GODS; IN THE 
MIDDLE AGES, IN THE BUILDING OF OUR CATHEDRALS; AND THEN IN THE MUSIC AND THE POETRY. THE GERMAN 


SPIRIT ROSE LIKE A GIANT FLAME ONCE MORE DURING THE LAST ONE HUNDRED FIFTY YEARS IN ALL FIELDS, TO BE ALMOST 


COMPLETELY EXTINCGUISHED AT THE TURN OF THIS CENTURY... . SINCE THEN THE OFFICIALLY RECOGNIZED ART HAS 
BECOME A MATTER OF PLAYING WITH EMPTY FORMS OR REPRESENTING A DISTORTED WORLD POPULATED BY MISCARRIAGES 
AND CRETINS. THE ART PROPAGATED BY ACADEMIES AND MUSEUMS EXISTED ARROGANTLY ABOVE THE HEAD OF THE LAY 
PEOPLE, WHO DID NOT UNDERSTAND IT. IT WAS FOR A SELECT FEW—THE ART INTELLECTUAL AND THE ART MARKET. 


ART HAD NO VALUE, ONLY A PRICE. IT WAS NO LONGER THE FRIENDLY GODDESS HEALING AND BLESSING. IT WAS ONLY A WHORE. 


—Professor Hans Adolf Btihler, 1934! 


NING PO! 


hile the ideological 


battles raged, the National Socialists were busy imple- 
menting their own ideas. Art museums were an easy 
target. “No other museum in Germany has as many 
works of ‘Jewish’ artists as the Folkwang Museum in 
Essen. In the meantime German artists remain outside 
lose their livelihoods, queue up at the labor ex- 

change, starve There are no Leibls, from Menzel 
only a small preliminary drawing, no Caspar David 
Friedrich, no Blechen. But the French are represented! 
The museum is full of Emile Bernard, Pierre Bonnard, 
Georges Braque, Cézanne, Corot, Denis, Gauguin, 
Matisse, Renoir, Signac, Vlaminck, etc., and this in a 
town which bled to death under the French!" thun- 
dered the Deutsche Kultur Wacht (The Guardian of 
German Culture).2 

The Nazis began their purging process by removing 
dissenting elements in academies and art institutes 
The venerable Prussian Academy in Berlin, the most 
important and distinguished art institute in Germany, 
was one of Goebbels’s main targets. The correspon- 
dence with some of its most prominent members says 
much about the infighting and the general attitude. In 
May 1933, shortly after Hitler came to power, the emi- 
nent Jewish painter Max Liebermann resigned as the 


president of the academy. He declared: “During my 
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Max Liebermann. Self-Portrait. 1908 
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long life | have attempted, with all my strength, to 
serve German art. It is my conviction that art has 
nothing to do with politics or origin. Since this belief 
is no longer valid, | can no longer belong to the Prus- 
sian Academy, of which | was a member for over thirty 
years, and which | served as president for twelve 
years."'3 

The reaction of one newspaper was typical: “Lieber- 
mann‘s idea about the isolated artist, alienated from 
the Volkstum, has lost its validity today and in the 
future.""4 

Liebermann remained in Germany and died in 1935, 
lonely and officially forgotten. At his funeral at the Jew- 
ish Cemetery, of the so-called Aryan artists only three 
came to pay their respects: Kathe Kollwitz, Konrad von 
Kardorff, and Hans Purrmann. Liebermann’s wife took 
her life in 1943, the moment the Nazis arrived at her 
home with a stretcher to fetch the eighty-five-year-old 
widow of the great German painter.® 

Nowadays it is hard to conceive how much political 
events altered the lives of many of the leading artists. 
In the first year of Hitler's reign two other eminent 
members of the cultural establishment, Kollwitz and 
the writer Heinrich Mann, were forced to resign from 
the Prussian Academy because they had signed a man- 
ifesto supporting the banned workers’ movement. In a 
letter dated May 15, 1933, several other distinguished 
members were asked to resign and to present them- 
selves for re-election. The sculptor Ernst Barlach 
resigned in protest. He remained in Germany but his 
work was banned. Karl Schmidt-Rottluff shared the 
same fate. The architect Erich Mendelsohn also re- 
signed and immigrated in 1933 to England. Mies van 
der Rohe resigned but remained in Germany until 
1938. 

But not everybody made such clear-cut decisions. 
Emil Nolde wrote a letter refusing t§ resign. “When | 
was elected to the academy, | was told this was done 
with the recommendation of the minister's commis- 
sion. | see no reason now for a re-election. .. . This is 
a friendly answer to your letter.” Emil Nolde, who had 
joined the National Socialist Party as early as 1920, 
never understood why his work was banned. Karl Hofer 
cowardly pointed out in a letter to Hitler that there 
was only a small proportion of Jews among painters, 
but he was nevertheless expelled from the Prussian 
Academy. Ernst Ludwig Kirchner was equally unwary. 
His letter says much about the attitudes of many: “l 
never tried to get into the academy. .. . | have no per- 
sonal advantage from my membership. . . . For thirty 

















Georg Gunther. Rest During 
the Harvest 
“IT IS THE TASK OF THE 
CONTEMPORARY ARTIST TO 
CREATE A LINK TO THE OLD 
ASTERS AND AT THE SAME 
TIME NOT TO CONSIDER 
IEMSELVES TOO GRAND 
TO LOOK AT SIMPLE 
PEASANT ART, WHICH IS THE 
EXPRESSION OF THE DIVINE 
THROUGH THE BLOOD 
—ADOLF BABEI 














Julius Paul Junghanns. Plowing 
‘GREAT AND SIMPLE IN ITS 
UNDERSTANDING OF MAN 
AND ANIMAL IN THEIR 
COMMON WORKING AND 
RESTING.”"—ROBERT SCHOLZ 
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the exhibition “The 


Eternal Jew,” Vienna, 1938 














Ernst Liebermann. By the Water 


Below: 
Albert Janesch. Water 
Sports. 1936 
"REPRESENTATION OF THE 
PERFECT BEAUTY OF A RACE 
STEELED IN BATTLE AND 
SPORT, INSPIRED NOT BY 
ANTIQUITY OR CLASSICISM 
BUT BY THE PULSING LIFE OF 
OUR PRESENT-DAY EVENTS.” 
-HUBERT WILM 
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| years | have fought for a strong new real German art 


and will continue to do so until | die. | am not a Jew, a 
Social Democrat, or otherwise politically active and 
have a clear conscience. | therefore will patiently await 
what the new government decides to do with the acad- 
emy and put the fate of my membership faithfully into 
your hands."6 

Kirchner, not realizing that his kind of art was soon 
to be persecuted too, supported the SS state. When 
the National Socialists attacked him in 1935 he 
thought it was a mistake. Even Kandinsky was naive 
enough to hope that the Rosenberg clique could be in- 
filtrated by more modern elements, and Oskar 
Schlemmer thought for two years that it was all a pas- 
sing phase. Like many others, they believed that the 
horror would soon be over 

By the end of 1933 the Prussian Academy of Art, the 
most influential arts institution in Germany, had been 
cleansed of the avant-garde. Fifty-three new men were 
appointed who toed the Party line, among them 
Hitler's favorites: the architects Roderich Fick, Her- 
mann Giesler, and Albert Speer; the sculptors Arno 
Breker, Josef Thorak, and Richard Scheibe; and the 
painter Werner Peiner. 

The sculptor August Kraus, vice president of the 
academy and dean of the visual arts division, together 
with the composer Georg Schumann, dean of the de- 
partment of music, wrote a letter to Adolf Hitler 
assuring him of the devotion of the artists of the Prus- 
sian Academy: “As representatives of the visual arts 
and‘music departments, we are aware of the respon- 
sibility that we have to the people and the state, and 
we await the day when all Germans will stand in uni- 
son behind their Fiihrer.”” 

Other prominent artists had to leave their posts. In 
April 1933, Otto Dix was thrown out of the Dresden 
Academy, and his work was confiscated. He was ar- 
rested in 1939 but continued to live in Germany after 
his release. Edwin Scharff was expelled from the Prus- 
sian Academy. Paul Klee and Oskar Moll were forced 
to leave their posts as professors at the Diisseldorf 
Academy. 

Goebbels signed a decree providing that all modern 
art should be removed from German museums, and so 
even the artists who had at first embraced the new re- 


gime, like Nolde and Munch, were taken off the walls. 


The fact that Paul Klee and Edwin Scharff have been dismissed 
from the academies in Berlin and Diisseldorf by our Minister of 
Culture is an important step on the road to liberation from four: 
teen years of the enslavement of German art by alien elements 


[wrote Robert Scholz, one of the leading art critics of the Nazi 
establishment, in the ominous Deutsche Kultur-Wacht/. Who 
were these false gods? How could they exert such an influence 
on the artistic life of Germany? They were renegades, who found 
their artistic blessings and their ‘“‘higher’’ culture in the cafés of 
Montmartre. There they turned into ruthless dictators in matters 
of taste... . They were in Paris, in the morbid atmosphere of an 
artistic Bohemia which pretends to be the cream of spiritual hu- 
manity. ... The Hofers, Molls, and all the others have imported 
the poison of artistic nihilism to Germany... . They were incapa 
ble of creating real art, the Hofers, Klees, and Molls, so they 


turned the criteria around and made Expressionism and Cubism, 
and when the French were not sufficiently receptive, they bor. 
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Georg Sluyterman von 
Langeweyde. Two SA Men. 
From the series The Fiihrer Speaks 


rowed from the wild art of the Negro. And the fact that one 
once considered Paul Klee a great artist will be seen by future 
generations as a sign of a complete spiritual sellout... . And 
these speculators were allowed to teach our artistic students in 
lucrative jobs in the infamous Bauhaus of Weimar, in the art 
schools of Dtisseldorf and Breslau, where Moll imported from 
Faris the sugary playfulness of a Matisse, while German creative 
artists were ignored and suffered material hardship. They could 
not pass on any talent because they had none. ... We do not re- 
ject the modernists because they are modern but because they 
are spiritually destructive.@ 








The attack of these right-wing national forces bore 
fruit: an exhibition of “100 Years of Belgian Art,’ 
slanned for the Prussian Academy, was canceled. An 
exhibition of Norwegian art, for the National Gallery in 
3erlin, shared the same fate 

Government interference in the policies of German 
museums was not new. Here too Hitler learned from 
his predecessors. In 1906, the Kaiser, known for his 
yhilistine and traditional outlook, forbade the National 
Gallery to buy modern art. He accused the director of 


ailing in his patriotic duties. A gift to the museum of 





hree Van Gogh paintings led to a ban on all Impres- 
sionist and Post-Impressionist work 

The so-called “museum war” about the indepen- 
dence of the museum from government interference 
continued right into the twenties, when the museum 
connived with an Association of Friends of the Na- 
tional Gallery to purchase works by Picasso, Braque, 
and Gris. A conservative national newspaper was quick 
to denounce this and branded the museums “temples 
of decadence.” 

In 1933 the National Gallery still showed some of its 
modern works in the Kronprinzen-Palais. It managed to 
yurchase some works by Schmidt-Rottluff, Nolde, and 
Kirchner. But with Hitler in power, the attacks inten- 
sified. A show of paintings by the Briicke and the 
3laue Reiter groups led to the closing of the entire 


modern section. The fight over modern art, which had 





asted for thirty years, was finally won by the state 


66 A. Roeseler. The New Comet 





In the meantime, as a preparation for the new style, 
a celebration of a healthy Germanic art began. In April 
1933 a traveling exhibition of “German Art" was orga- 
nized by the National Socialists in Braunschweig 
Other such exhibitions followed. The cultural bosses 
everywhere organized exhibitions of “pure German 
art,” which demonstrated to the public the kind of 
paintings they would favor. Similar viewpoints came to 
the fore in movies of the time. Alfred Rosenberg led in 
1934 with an exhibition in Berlin of two hundred tradi- 
tional paintings and sculptures full of National 
Socialist content, demonstrating the continuity of volk- 
ish themes. In Munich there was the exhibition of 
“Blut und Boden” (Blood and Soil). Another show, 
“German Land—German Man,” traveled around the 
country. Berlin followed with a similar show, under the 
itle "German Peasant—German Land.” In September 
1934 a “Great Anti-Bolshevist Exhibition” opened in 
uremberg, followed by the exhibition The Eternal 
ew” in November (see illustration page 67) 

Between 1933 and 1937 the Neue Pinakothek in 





nich regularly showed “art worthy of the new state.” 


This included country scenes by nineteenth-century 
painters such as Wilhelm Leibl and Hans Thoma, as 
well as mythological scenes and pictures of animals 
O 
Leda with or without the Swan, beautiful peasant girls 


or 


ner approved themes were the Judgment of Paris, 





half-dressed or in Bavarian costume, the breast- 
feeding mother, fields ripening with corn—the whole 
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Karl Schlageter. End of the Day. Detail from a mural 


gamut of a healthy traditional life of which the south- 
ern part of Germany was so fond, and which appealed 
to many others 

“Art must not be isolated from blood and soil,” 
wrote the art historian Kurt Karl Eberlein in 1933. “Ei- 
ther one speaks German and then the soul speaks or 
one speaks a foreign language, a cosmopolitan, fash- 
ionable Esperanto language, and then the soul is 
mute.”9 

The Nazis prepared their ground well, advertising 
their new aesthetic. Art magazines like Die Vélkische 
Kunst (Volkish Art) and later Kunst und Volk (Art and 


People), spelled out the new art policy, while Goeb- 
bels's Vélkischer Beobachter continued its tirades of 
hatred against Jewish/Bolshevist art 

Newspapers and magazines picked up the subject of 
a German art as opposed to an international one. “The 
philosophy of National Socialism grew from the nature 
and culture of our Volk. It is the proper soil for art and 
culture, which will grow livelier and more natural here 
than in the asphalt culture of the intellectuals of past 
centuries. Our museums too will have to be restruc- 
tured. It is not enough to remove a few ‘dangerous’ 


pictures. We must change the old principle of cool dis- 

















Constantin Gerhardinger. Peasant 
from Samerberg. /94/ 

“THE IMAGE OF THE FACE OF 
A PEASANT OF GERMAN 
RACE, MARKED BY WORK, 
DESTINY, AND CHARACTER, 
POINTS TO THE SOURCE OF 
STRENGTH OF THIS ETERNAL 
PEOPLE.”—ROBERT SCHOLZ 
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tance and bring true popular art to the people. . . . 
Our museums must once more become museums for 
the people. Places of national and racial conscious- 
ness, not just places to study commercial values. 
Never again places for the virus of decadence,” wrote 
Otto Klein in 1934.!0 

The attacks on modern art were fanned by the frus- 
tration that no new German art had developed. “We 
know that the road to a National Socialist art, i.e., a 
German style of the twentieth century, is still long. 
The transformation of the soul of a people or more ac- 
curately the reawakening of a communal Volk soul 
takes decades or centuries.”!! 

Despite the fact that large groups of the population 
were led toward the arts, new art was not forthcoming. 
In 1936 Goebbels admitted that new artistic talents 
had not emerged, “but they will come, let us not get 
impatient,” and Hitler pointed to architecture as the 
real renewal in art. But even he spoke in private about 
the mediocrity of contemporary German art. He would 
buy works in order to encourage artists, but he would 
not hang them in his private apartments. Some of the 
more serious of the Party's artists even expressed dis- 
satisfaction with the routine work and artistic 
opportunism that produced pictures suitable for travel 
agencies. It was Hitler's mistrust of Prussian intellec- 
tualism that was responsible for the south German 
provincialism that dominated the scene (see illustra- 


tions page 65). Some of the art magazines, too, 


Ferdinand Andri. Mother 

and Child 

“THE HAPPY WAY OF 
PAINTING BY THE ALPINE 
ARTIST ANDRI, 
STRENGTHENED THROUGH 
WEATHER AND SOLIDLY 
ANCHORED IN HIS NATIVE 
SOIL."—ERNST WURM 











expressed doubts about what was being done. So 
Goebbels decided to silence the last dissenting voices. 


Because this year has not brought an improvement in art crit- 
icism, | forbid, once and for all, art criticism in its past form 
[declared Goebbels in 1936]. From now on art reporting will take 
the place of art criticism. Criticism has set itself up as a judge of 
art—a complete perversion of the concept of ‘‘criticism.”’ This 
dates from the time of Jewish domination of art... . Art report- 
ing should not be concerned with values, but should confine 
itself to description. Such reporting should give the public a 
chance to make up its own mind. Only those publicists who jol- 
low the ideas of the National Socialists and speak with the 
honesty of their hearts will be allowed to undertake such a 
task./2 


Hitler wholeheartedly endorsed the decision of his 
cultural minister. “The artist creates for the people and 
we will see that henceforth the people will be called in 
to judge its art. Great artists and architects have the 
right to withdraw from the critical attention of their 
petty contemporaries.” !? 

Not all art institutes immediately followed the offi- 
cial policies. But by 1936 modern art was totally 
banned. Even Goebbels’s relatively liberal attitudes 
were stifled by the tirades of Rosenberg and by Hitler's 
distaste for anything modern. Pictures by Nolde that 
hung in Goebbels’s home were taken down without 
protest. A sculpture by Barlach was also removed. 

In 1936 the Berlin Academy had the last of its big 
exhibitions that included some modern work, a two- 
century survey entitled “Berlin Sculpture from Schliiter 
to the Present Day.” The renowned Fritz Klimsch, 
whose sculpture the National Socialists liked, was re- 
sponsible for the selection. He capitulated under 
political pressure. As a result, the works of Ernst Bar- 
lach, Kathe Kollwitz, and Wilhelm Lehmbruck were 
removed. 

Together with radical political measures came a 
much stronger grip on the arts. The international visi- 
tors to the Olympic Games had just left when in a 
speech in September 1936 in Nuremberg Hitler an- 
nounced a rigorous cleansing of the arts. The attacks 
on the arts policies of the Third Reich intensified 
abroad. And Goebbels in the following year defended 
his ban on art criticism in front of the assembly of the 
Reich Culture Chamber: 


The abolition of art criticism . . . was directly related to the goal: 
directed purging and coordinating of our cultural life. The re- 
sponsibility for the phenomenon of degeneration in art was in 
large measure laid at the door of art criticism. In the main, art 
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Hans Schmitz. Peasant. 1936. 
Cover for the magazine Kunst 
und Volk, Berlin, 1937 


criticism had created the tendencies and the isms. It did not 
judge artistic development in terms of a healthy instinct... but 
only in terms of the emptiness of its intellectual abstractness. 
The people had never taken part in it... . Now the public itself 
functions as critic, and through its participation or non- 
participation it pronounces a clear judgment upon its poets, 
painters, composers, and actors.!4 


In this year—1937—the reins were finally tightened 
Hitler made it clear that the “cliques of dilettantes and 
art forgers will be liquidated .. . they have had four 
years’ time to prove themselves."!5 
t was the beginning of the greatest spate of looting 
and censorship in Germany's history. It was also the fi- 
nal victory of German art over modern art. It 
culminated in two exhibitions that made history: “De- 


generate Art” and the first “Great German Art 





Exhibition.” Both demonstrated the artistic credo of 
the National Socialist movement 
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THE DEEPLY CONVINCED NATIONAL SOCIALIST ARTIST MUST LOGICALLY LIFT HIS WORK—BE IT 
A SIMPLE FLOWER PICTURE OR THE LAST JUDGMENT—FROM THE STICKY MIASMA OF AN 
AESTHETIC BASENESS INTO THE PURE AND COOL AIR OF DEVOTED SERVICE FOR HIS PEOPLE. IN 
[ THIS WAY, WITH EACH OF HIS WORKS, HE BECOMES—QUITE UNWITTINGLY—THE PROCLAIMER OF 
| THAT PHILOSOPHY. IN HIS WORK THE PHILOSOPHY WILL APPEAR PURER THAN IN THE HARD BATTLE- 


; FIELD OF DAILY POLITICS. . .. WE MUST GO FORWARD. IF WE DON’T HAVE A NATIONAL SOCIALIST 
ART, NATIONAL SOCIALISM WILL BE DEPRIVED OF ITS STRONGEST AND MOST EFFECTIVE ARMOR. 





—Professor Max Kutschmann, 1933.! 
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a.. National Socialists 


endlessly proclaimed that the art of the Third Reich 
was the result of a Weltanschauung. Any evaluation of 





their art must therefore begin by looking at the radical 
social and cultural changes that they put into motion. 
According to the ideology of the National Socialists, 





art and life were constantly brought together. Art grew 
directly out of the life of the German people and was 
judged by its social values and implications. The Youth 
Movement, the homage to the family, the return to na- 
ture, the mass meetings, the glorification of the 
healthy body, the education for heroism, and the cult 
of heroic death all found their expression in the visual 
arts. Similarly, in the reverse sense, the pageantry, the 


mass marches, the sports arenas, the new homes and 





factories, the motorways, the public buildings all had 
their cultural significance, which was continually 
stressed. 

Having gotten rid of the enemy, the Nazis launched 
the art of seduction. They presented themselves as 
cultured people. Art was to be brought to the Volk. “Art 
belongs to the whole complex of the racial values and 
gifts of the people,” Hitler had said in 1935.2 Orches- 
tras played in factories, with the work of Beethoven, 
Brahms, and Bruckner featured heavily on the program. 
The music of Jewish composers like Mendelssohn had, 
of course, been banned. Writers spoke in schools, and 
libraries delivered books to the tiniest villages. Small 
towns that never had a theater suddenly saw actors, 


many in jackboots, putting up stages in the local 
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squares. Theater was no longer for an intellectual elite, 
it was for everybody. No one should—or could—opt 
out. The new ideology had to reach everybody. Taking 
art to the people and away from the elite did succeed. 
Cultural outings and events brought people together, 


people who never thought that art could be for them. 

A highly organized cultural machine was put to 
work. The Deutsche Arbeitsfront (DAF; German Work- 
ers’ Front) was given a special section—Kraft durch 
Freude (KdF; Strength Through Joy)—to spread art and 
culture on a massive scale. It was the Party's way of 
organizing people's spare time. 

Alfred Rosenberg and Robert Ley took over respon- 
sibility for organizing and coordinating the cultural will 
of the German people. Workers traveled for a fraction 
of normal fares and stayed at reduced rates in special 
hotels. Tourism, formerly the preserve of the rich, was 
now for all. Party-sponsored mass tourism, with visits 
to theaters and concerts, was accompanied by the in- 
doctrination of the travelers with racial and political 
ideas. It was all part of the package tour. And again 
people were seduced by it. Hitler with all of his “diver- 
sions” promised a new optimism, fun, and a sense of 
belonging. The great statesman of the Germans is a 
kind of poet and thinker,” declared Hermann Burte. “A 
new man has emerged from the depth of the people. 
He has forged new theses... and he has created a 
new people, and raised it up from the same depth out 
of which the great poems rise—from the mothers, from 
blood and soil... ."7 

Hitler's notions of culture appealed to popular taste 
and prejudice and could therefore count on solid sup- 
port. Here suddenly was a man who had the answer to 
everybody's problems. Everything was going to be dif 
ferent in this brave new world. The horrors were 
drowned under a mass of festivities, events, and 
folklore. People withdrew into moral indolence; life for 
most of them was much better than before. 

Strength Through Joy was also in charge of fostering 
art education “to reinstate the organic link between 
people and artist in a systematic education.” In 1934 a 
special Visual Arts Section was founded. Its aim too 
was to build a “bridge between artist and worker.” 
"Workers of the fist and workers of the head shall join 
forces,” Goebbels had asserted. In the first year the Vi- 
sual Arts Section organized no less than 120 art 
exhibitions in factories. In 1937 there were 743 so- 
called Work Exhibitions. The emphasis in these factory 
shows was very much on education. Demonstrations of 


the making of a print or woodcut, or the construction 





Paul Mathias Padua. The Fuhrer 
Speaks. ‘'Great German Art 
Exhibition 1940” 


Opposite: 
“All Germany Listens to the Fiihrer 
on the Volk Radio.”’ 1936. Poster 
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of a building from its first concept to the final model 
| were as much a part of these as the examples of offi- 
cial art. Prices were kept low to enable workers to buy 
the art. Workers were encouraged to write their impres- 
sions, and prizes in the form of art were given for the 
“Your KdF Automobile.” Best Gobet 
Advertisement for the Strength The artistic indoctrination of the factory floor was 


Through Joy automobile often strengthened by visits and talks by the artists 



















themselves. Sometimes during lunch hour an artist 
could be seen painting or sculpting under the eyes of 
the work force. In the same way as Strength Through 
Joy chose pictures and sculptures to be exhibited, it 
also had total control over the artist. The selection of 
the artist for such a mission depended not so much 
on his artistic standing as on his membership in the 
Reich Culture Chamber, his political reliability, and his 
ability to deal with workers. Strength Through Joy also 
purchased artworks for canteen and community rooms 


In meetings with the work force the choice of a partic- 





ular work was often discussed. Traveling exhibitions 
visited villages and small towns, again in the presence 
of some artists. All these efforts were aimed at syn- 


chronizing taste 


“Functional and Simple.” 


Sadia lind. sat Advertisement for the Wiirttemberg 
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Young volunteers in the Reich 
Labor Service. Magazine cover 


The government formed another special department 
of the DAF, Deutsche Arbeitsfront (German Labor 
Front), in 1934 under the direction of Albert Speer: 
Schonheit der Arbeit (SdA; Beauty of Work). Its task 
was to embellish the workplace, especially in small 


factories. It pleaded for green spaces in factories and 


fostered such campaigns as “Better Light, Better Work” 


and “Clean People in Clean Factories.” There were 





competitions for the most beautiful factory, and the 
campaign “Warm Meals at Work" led to the introduc- 
tion of canteens into the factories 

The organization was meant to give the impression 
that Hitler cared for the well-being of the individual. It 
propagated the right furniture, the right cutlery, and 
the right spirit. The modern canteens came complete 
with the bust of the Fuhrer and some new German art 
Every improvement was celebrated in documentary 
films like Beauty of Work. Propaganda films showed the 
poor conditions of the past and the beautiful ones to 
come. They skillfully used simple emotional images. 
The new worker was of course healthy and useful. The 


building of sports and washing facilities stood high on 


the agenda. Through cultural changes Hitler wanted to 
create the New Man. “The German people with their 
newly awakened affirmation of life are seized with ad- 
miration for strength and beauty and therefore for that 
which is healthy and vigorous. Strength and Beauty, 
these are the fanfares sounded by this age, clarity and 
logic dominate its effort.”4 

In the guise of carrying out social improvements, the 
government set about controlling pedple’s tastes and 
attitudes. Everywhere the same demands: simplicity, 
traditional values—a volkish design. The Ministry of 
Housing designed not only houses but also furniture, 
porcelain, and lamps. Here, too, the National Socialists 
borrowed from the past. The designs of the Bauhaus 
with their simple lines suited the volkish message and 
the shortage of materials, and found their way into the 
new production. 

Communal work and harvesting were also encour- 
aged. Paintings, films, and photographs constantly 
showed young people working on the land. It was one 
way to solve the problem of unemployment but it also 


took on deeper meanings: it was used to create a feel- 
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“Work, Freedom, Bread.” 


Magazine cover 


ing of self-confidence, and to transform manual labor 
into a kind of ritual. The reclamation of land and 
swamps became the symbol of conquest and of belief 
in the future. The work was done with military preci- 
sion. These were no longer simple workers. They had 
become the soldiers of the soil. “We conquer land, 
what gets in our way we kill” went a famous song 
Hitler himself took part in endless inauguration cere- 
monies, digging, hammering, and troweling. He 
opened trade fairs and motor shows, and posters and 
propaganda films never ceased to stress the superi- 
ority of German technology. 

New national feast days were invented with pre- 
determined rituals, imitating the Christian calendar: 
the Day of the Accession to Power, Harvest Day, 
Hitler's Birthday, Labor Day, Mother's Day, Memorial 
Day. They consolidated a mythical Party history with 
the figure of the leader at its core. Hitler's assembly 
halls were to have bells, in order to become the 
churches of the future. In his speeches he borrowed 
freely from church liturgy in order to lend sacred over- 


tones to his own services. His sense of theater was 


combined with a bogus religiousness that involved fre- 
quent mention of God or the divine mission. There 
were, of course, special days devoted to German art, 
culminating in the large processions of the Day of Art 
in Munich to coincide with the opening of the “Great 
German Art Exhibition 1937.” 

There were a number of other rituals and public ac- 
tivities with quasi-religious overtones established with 
Party support. These had one purpose in common, to 
enfold Party members and, by extension, all Germans 
in a seamless web of propaganda. In due course a spe- 
cial office was founded to stage and coordinate these 
meetings and to fix a calendar of public celebrations. 

Many events involved the young. Summer solstice, 
“the March to the Fuhrer,” and nightly meetings with 
pep talks and songs drew the young away from their 
homes into a marching and singing community. They 
borrowed from the Youth Movements of the Weimar 
Republic, with their marches and their idealization of 
an unspoiled countryside and the simple life. The 
Youth Leader, Baldur von Schirach, led millions of 
young Germans to Hitler. The ecstatic lyricism of his 
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Above: 

“Youth Serves the Ftihrer. All Ten 
Year-Olds into the Hitler Youth.” 
1936. Poster 


“You, Too, Belong to the Ftihrer.”’ 
1936. Poster 


Opposite: 
Advertisement for Mercedes-Benz 


songs manipulated the feeling of purpose and self- 
confidence of those who follow a flag. He never tired 
of urging youth to give up their individuality in order 
to enjoy a mystical union with the community and, if 
necessary, even to be ready to die. His most famous 
song pledges, “We follow the flag; it means more than 
death.” 

The cult of a heroic death became a major ob- 
session in the arts. Painting, sculpture, film, and 
literature constantly glorified death and the deeper 
meaning of sacrifice. Ceremonies like the mass oath of 
allegiance, the blessing of the flags, the singing of 
hymns were meant to weld the community into one. 

In an eternal struggle for Germany they adopted 
venerated monuments like the Teutoburg Monument 
(1875), in West Prussia, celebrating a German victory 
over the Romans, and the Tannenberg Monument, in 
East Prussia, erected to commemorate a victory in 
World War One. The Walhalla, a hall of fame near Re- 
gensburg, built from 1830 to 1842, and the 
Befreiungshalle (Liberation Hall), near Kelheim, built 
from 1842 to 1863 to mark the Napoleonic wars, be- 
came important meeting places for the National 
Socialists. In this way, the dead of the past and those 


of the present became one. The National Socialists 


built many monuments of their own to the dead. Hitler 
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| not only wanted to honor those who had already 
fallen, but also wanted places of worship for those 
who were prepared to do so. The architect Wilhelm 


<reis planned monuments, fortresses, and cult centers 





all over Germany. Kreis, who had made a name for 








himself with his fantastic buildings for museums and 
department stores, was soon absorbed by the National 
Socialists. He became a specialist in the design of the 
necropolises with which Hitler wanted to pepper the 
Reich, from the highest mountain to the loneliest 
stretch of coast. For Berlin, Kreis planned a giant Sol- 
datenhalle (Soldiers’ Hall). Taking people's minds off 
the horrors and sufferings of the war, this hall was an 
invitation to consider dying for the Party and the state 
In its crypt were to be housed the sarcophagi of the 
heroes. It would remind people that self-sacrifice was 
the ultimate gesture 
Another quasi-religious movement was the Thing 
Movement. “Thing,” literally “assembly,” referred to the 


old tribal council held around an oak. The “Thing” 





Movement was the reflection of a desire to return to a 
primitive earthbound religion, and to revive Teutonic 


fertility cults. Its use was now extended to mean “na 





tional festivals,” celebrated in “Thing” theaters. A 
“Thing” theater was a ceremonial place with a chorus 


as well as audience participation, a combination of the 





open-air theater based on the Greek amphitheater and 
the church. The theaters mounted mostly mythical 
plays with a kind of all-embracing volkish theme that 


was to foster a sense of national self-awareness. The 





National Socialists had planned four hundred such 
theaters throughout Germany; about forty of them 
were built. One, in Berlin, the Dietrich Eckart Stage 
was built by the architect of the Olympic Stadium, 
Werner March. The whole movement eventually pe- 
tered out. The war, the harsh German weather, and the 
fact that rallies were a more effective way of control 


ling the masses spelled the end of yet another of the 








Party's absurd pagan revivals 


Tannenberg Memorial near 


Hohenstein in East Prussia during 
the state funeral for President Paul 
von Hindenburg. 1934 


Walhalla near Regensburg. 
1830-42. Architect: Leo von Klenze 
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Befreiungshalle near Kelheim. 
1842-63. Architect: Leo von 
Klenze. Hitler speaking here on 
October 22, 1933 


The most powerful weapon in the National Social- 
ists’ propaganda arsenal were the mass meetings. 
Many of the public and communal meetings were 
modeled on the theater of the Weimar Republic. Col- 
ective dreams had been staged by Max Reinhardt in 


carefully rehearsed performances in which actors, 





ights, and public were all fused in a kind of total art, 
or Gesamtkunstwerk. These productions and the musi- 
cals, with their giant staircase for large casts, became 
the models for Hitler's mass marches. Hitler displayed 
his pathological need to perform together with the 
massed ranks of his followers for the first time on a 
grand scale in 1929, when he held the big Party rally in 
Nuremberg. Over two hundred thousand people ar- 
rived in special trains. The colorful and noisy display 
of their banners, uniforms, and marches would become 
a hallmark of future rallies. Wave after wave of people 
marched for five and a half hours in front of a leader 
who was not yet in command, though his craving for 
public display made it appear that he was 

In these mass marches the enthusiasm for the re- 


gime was carefully orchestrated in the form of a 









































Rendering of the Bismarck 
Memorial on the Rhine. 1902. 
Architect: Wilhelm Kreis 


Rendering of the Warsaw 
Memorial. 1941. Architect: 
Wilhelm Kreis 
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Nuremberg, 1938 


Rally, 








A brigade of the Reich Labor 
Service bearing spades in review 
| before Hitler, Party Rally, 


Nuremberg, 1937 

















Gymnasts with hoops 


complex visual arrangement of uniforms and group for- 


mations, choreographed like a ballet. 


People are no longer a mass of individuals, a formless, artless 
mass. Now they form a unison, moved by a will and a communal 
feeling. They learn again to move in formations or to stand still, 
as if molded by an invisible hand. A new body feeling is born, be- 
ginning simply in the feature of lifting the arm for the greeting 
and culminating in the mass march. ... The notion of a “‘com- 
munal body”’ is becoming a reality. Noble passion is stirred up, 
changing what is ephemeral into something lasting.’’> 


Here-too elements taken from the liturgy completed 
the ritual. Hitler said that “the concluding meeting in 
Nuremberg must be exactly as solemnly and cere- 
monially performed as a service of the Catholic 


Church."6 


The Party rallies, the Reichsparteitage, in Nuremberg 


became for Hitler a kind of Wagneria Gesamtkunstwerk. 
The whole of Germany had become Hitler's stage, and 
the audience was always guaranteed. The rallies ex- 
pressed power, order, solemnity. The architecture, too, 
had its part to play, and the people became the attrib- 
ute and ornament of the buildings. They gathered in 
and around their architecture, in orderly columns like 
those on their buildings. They became architecture 
themselves, answering Hitler's call for a “form-giving 
will.” Flesh and stone became one, as stone and word 
had become one in “Das Wort aus Stein’ (the word in 
stone), as he used to call architecture. It was the ex- 
pression of a political idea. In these rallies, Hitler the 


theater fanatic—assisted by the mass orator Joseph 





Goebbels and the architect Albert Speer, who built the 
settings for these spectacles—created his ultimate 
stage productions. Every occasion became an awe- 
inspiring event, a fascinating geometry. The mass be- 
came part of the set in a gigantic happening, a 
communal celebration that eliminated the brain and 
led to ecstasy 
All had the appearance of grand opera. Songs and 
the chanting of “Heil!” prepared for the Fiihrer’s arrival, 


with the chants finally erupting in a wave of hysteria 





Then Hitler would go through the long channel cu 
through the crowd, “a via triumphalis,’ as Goebbels de- 
scribed it, to take up his high, solitary position, 
singled out like a god, standing aloof above the sea of 
flags 

In 1934, the Heidelberg art critic Hubert Schrade 


wrote 


We believe that the time has come for art to represent the 
deeper meaning of our life. ... There are moments when this 
meaning becomes visible in a mysterious way. We have lived such 
a moment in the morning hour of last year’s Party meeting, when 
we honored the dead. The culmination came with the Flihrer, af 
ter a slow march along the central road, pausing at the giant 
wreath in meditation. His thoughts became audible to all... . 
The music played ‘‘Ich hatte einen Kameraden”’ [| Had a Com: 
rade]... . This ceremony was the ultimate life-giving form. It was 
achieved through greatness and mass: the Luitpold Stadium cov- 
ered by the brown of the uniforms was overshadowed by the red 
sea of the flags. “‘Like a field of tulips,”’ as a painter remarked. 
But it is not for its pictorial splendor that we recall this hour. 
Photographs and films have captured the unforgettable beauty for 
us. It was an hour of our time, an hour during which life became 
form. It brought together power and architecture; that is what 
gave it its shape and made it special.” 
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The timing of pauses and the stage management of the silent movies. To us, used to the close-up intimacy 




















climaxes were as important as the music and the ban- of television and of microphones, their emotionalism 
ners. Expectation was heightened by long pauses seems ludicrous. The mobilization of the masses does 
before Hitler spoke his famous opening: “Countrymen not happen at mass rallies anymore. It takes place in 
and countrywomen.” Then he paused again, to let the front of the TV screen. It is there that we receive the 
thunderous applause subside. The tension reached al- call to national unity, to law and order, and to the 
most unbearable levels. His ending was no less beauty of a perfect, more harmonious past. Our reac- 
calculated. It usually came with a call for Germans to tions are synchronized by advertisements, pop 

unite. Few politicians have produced such adoration, concerts, sports events. There is no need to go out to 
even hysteria, as Hitler. He carefully studied his style become involved. All the filmed speeches by Hitler, 
and the effects he wanted to achieve. People still can- Goebbels, and the other Party bosses show clearly how 
not understand how a man with the face of a these actors drove the people into ecstasy—a mixture 
psychopath could fascinate so many. Looking at film of mysticism and eroticism. Screams, shouting, out- 
clips and photographs of him today, we find the image stretched arms, grimaces—all generated a hysterical 
he created ridiculous and incredible. Yet at the time, response in the audience that only those who have at- 
he moved vast crowds of different kinds of people. Bi- tended large rock concerts can understand. But here 
ographers describe him as a man with an iron will, the ecstasy was orchestrated; it was a “disciplined ec- 
driven by a single-minded vision that enabled him to stasy,” not a chaotic one. It created a pseudo-religious 
mobilize forces in an unprecedented way. His gestures, state of submission 

too, look ridiculous today. They were borrowed from There was no casual spectator; everyone played a 
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part. Discipline, obedience, self-sacrifice, loyalty, 
duty—these were the highest virtues. The individual 
had to enter the mass 

Many of Hitler's speeches dealt with culture. Even 
his most political speeches contained some references 
to the arts. But whether speaking in front of an invited 
audience or at a mass meeting, his message was al- 
ways of the same triviality. It is hard to understand 
how he was able to convince anybody with his ideas, 
and yet his success was overwhelming. Hitler was a_ 
man who could deal in simple images. His success 
was built on oratory that fired the masses. The plati- 
tudes were uttered with a rare energy and charisma. It 
was not reasoning but passion that made him so con- 
vincing. He did not need reasoning. He appealed to 
the Germans’ loss of pride and confidence, stirring up 
the most basic feelings. He played on what they 
wanted: stability, order, tradition in art. The contents 
of his speeches hardly varied: the same clichés—often 


peppered with religious metaphors. Hitler made politi- 





fusing 


cal capital out of many streams of thought, 
them together in his ideology. He sensed the mistrust 
of the masses toward liberal middle-class values 

and brought this slumbering resentment into 


the open 





People are still amazed that so much of Hitler's 
thought dealt with the arts. Many still do not realize 
that the arts for Nazi Germany provided a convenient 
means to gain the legitimation it totally lacked. Most 


of 
Mein Kampf, written in a verbose pseudo-educated 


itler's ideas on culture and the arts stemmed from 


style, with neurotic obsessions that made the book dif- 


ficult reading—even for the most devoted. The 





egomaniacal craving for power and the total blindness 





to the rights of other people were all spelled out in 


Hitler's book. Despite the ten million copies printed, 





few people had actually read it. As with so many 


things—the concentration camps and the persecution 





of Jews—those who wanted to know could have known 


But most preferred to turn a blind eye 


/n photographer Heinrich 
Hoffmann’s Munich studio Adolf 
Hitler practiced expressions and 


poses before the c 2. 1926 








THE. 
“GREAT 
GERMAN. _ 
ART EXHIBIT 


DURING THE YEARS BEFORE 1933 AND THOSE WHICH FOLLOWED THEM, | WAS CONVINCED THAT ONCE THE FIRST BUILDINGS WERE 
FINISHED, THE SCREAMS AND ATTACKS OF OUR CRITICS WOULD BE SILENCED, THE DECISIVE OPINION WOULD NO LONGER BE THAT ) 
OF THE ROOTLESS LITERATI BUT THAT OF THE PEOPLE. THE MORE THE NEW ART FULFILLS ITS TASK, THE MORE IT SPEAKS TO THE | 














PEOPLE, WHICH MEANS TO BE ACCESSIBLE TO THE PEOPLE. IT DOESN’T MATTER WHAT A FEW CRAZY INTELLECTUALS STILL THINK 
ABOUT IT... THE WEIGHT OF THE AFFIRMATION OF MILLIONS MAKES THE OPINION OF A FEW INVALID. THEIR OPINION IS 
CULTURALLY AS UNIMPORTANT AS THE OPINION OF SOME WHO ARE POLITICALLY MARGINAL. ... AS THE REICH GROWS, SO GROWS ) 
ITS ART. ... THE WHOLE FAKERY OF A FASHIONABLE DECADENT OR DISEASED AND UNTRUTHFUL ART HAS BEEN BRUSHED ASIDE. A 
PROPER STANDARD HAS BEEN REACHED. . .. WE NOT ONLY BELIEVE IT, BUT WE KNOW THAT THERE ARE SIGNS OF STARS IN THE 
GERMAN CREATIVE SKY. ... FROM NOW ON, FROM EXHIBITION TO EXHIBITION, WE WILL APPLY STRONGER CRITERIA IN ORDER TO 
SELECT FROM THE WORTHY TALENT ONLY THE EXCEPTIONALLY GIFTED ONES. . .. | WOULD LIKE TO EXPRESS THE HOPE THAT IN 
FUTURE SOME OUTSTANDINGLY GIFTED ARTISTS WILL LEND THEIR TALENT TO THE EVENTS AND THE PHILOSOPHY OF THE 
TIME THAT GIVES THEM THE MATERIAL BASIS FOR THEIR WORK. HOWEVER MANIFOLD THE PREVIOUS HISTORICAL VISIONS 
OR EXPERIENCES WERE THAT EXCITED AND FERTILIZED THE ARTIST'S IMAGINATION, THE GREATNESS OF THE PRESENT TIME 
STANDS ABOVE ALL. IT CAN CHALLENGE THE GREATEST EPOCHS IN GERMAN HISTORY. —Aaolf Hitler, 1939! 











i. the first four years of 


the National Socialist regime can be seen as a struggle 


to pervert the history of art and to prepare the people 
for a new mass aesthetic, the year 1937 marked a clear 
break with the past. With the opening of the first 
“Great German Art Exhibition” in Munich in July and 
the last public showing of Modernist works, at the "De- 
generate Art” exhibition, the battle was over. The new 
German art, as the National Socialists saw it, was 
firmly established 

As soon as Hitler took power, he commanded his 
avorite architect, Paul Ludwig Troost, to build a 
House of German Art in Munich. It was to replace the 
Glaspalast, which had burned down in 1931 and with 
it three thousand works of art, among them many 
paintings by German Romantics like Caspar David 
Friedrich and Moritz von Schwind 


The day the cornerstone was laid was declared the 





first Day of Art. The museum was to be a great patriot- 
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The “Great German Art Exhibition 
1937," House of German Art, 
Munich. Cover of the exhibition 
guide 


Opposite: 

Hitler visiting the “Great German 
Art Exhibition 1939,” House of 
German Art, Munich, with (left to 
right) Reichsftihrer SS Heinrich 
Himmler, Propaganda Minister 
Joseph Goebbels, Italian 
Propaganda Minister Dino Alfieri, 
unidentified person, Professor 
Gerdy Troost, and Baron 
Konstantin von Neurath 


ic gesture, a monument for the whole country. In front 
of the entire establishment, with many representatives 
from the art world, the church, the Party, and the 
cities, Hitler stressed, in an almost hysterical speech, 
his link with the Bavarian king Ludwig I—who had 
transformed his capital into a flowering, art-loving city 
and who had built many museums and palaces—and 
the cultural mission Hitler saw for himself and the city 
of Munich. Unfortunately the hammer broke on the 
cornerstone—not a good omen for the new art. 

Three and a half years later, on July 18, 1937, the 
House of German Art was opened in a ceremony that 
vastly surpassed the first one in splendor and eupho- 
ria. If there were any doubts about the direction the 
cultural politics of the Third Reich should take, they 
were resolved with the opening of the first “Great Ger- 
man Art Exhibition.” “May this house be devoted only 
to serious art, art that is in our blood, art that people 
can comprehend. Because only the art that the simple 
man can understand is true art,” said a National So- 
cialist newspaper.? 

The “Great German Art Exhibition” had, according to 
Hitler, two aims: (1) “to give the honest German artist 
a platform on which to exhibit,” and (2) “to give the 
German people a chance to see and purchase this 
work." Pictures were submitted in an open competi- 
tion. “All German artists in the Reich and abroad are 
invited to participate.” 

The new museum was to be the model for all future 
German museums. “There will be no more museums in 
Germany which do not display German art prominently 
and centrally."? To define that further: “The new mu- 
seum will separate clearly the national-stylistic from 
the national-sociological. The senseless mixture of art 
groups which confuses the visitor is no longer possi- 
ble. German art is not every work of art made in 
Germany. German art is art made in Germany by Ger- 
man artists. Grown in Germany, not artificially 
raised.""4 

The press boasted that 25,000 works had been sub- 
mitted for the first exhibition, whereas the real number 
was 16,000. Of these over 600 went on show. The presi- 
dent of the Reich Culture Chamber, the painter Adolf 
Ziegler, supervised the selection of paintings, while the 
sculptors Arno Breker and Josef Wackerle were respon- 
sible for the sculptures. 

There was a tradition in Germany of annual exhibi- 
tions in which artists could display their work in the 
same way as at the academy or salon exhibitions in 
France and England. The “Great German Art Exhibi- 




















tions” were in this tradition. They consisted simply of 
works of art for sale. What was new was the interven- 
tion of the state as the main commissioner of art. They 
were “not an art fair with special reference to the new- 
est, but the visual expression of the eternal—external 
and internal—values of our Volk. Created by artists of 
our time, as clear and truthful as the building, they are 
exhibited in a temple of art, not in a factory,” as 
Werner Rittich, one of the leading art critics, put it.> 
There were no formal criteria; the selection was 
based on Hitler's taste and on that of the judges 
Hitler himself stepped in and rejected 80 pictures as 
“unfinished.” “Mere sketching has been radically ex- 
cluded; only pictures which have been ‘worked’ are 
shown. There is no room for questioning about the 
meaning of a work,” reported a critic. “The most deci- 
sive element about the ‘Great German Art Exhibition’ 
is that it is the fighting call against any problematic. 
There is no room for experiments here. In this accom- 
plished house only accomplished art shall enter 
Here we are shown what the new German art truly 
looks like. The result is a sharp rebuke of the past.’® 
Participation in one of the “Great German Art Ex- 
hibitions” became almost indispensable for an artist’s 
reputation. The official arts magazine Die Kunst im Drit- 
ten Reich (Art in the Third Reich) and the general press 
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reviewed almost exclusively artists who had been exhi- 
bited in the Munich show 

“As in politics, so in the world of German art we are 
determined to sweep away slogans. Ability | Kénnen| is 
the qualification necessary for the artist who wishes 
his work to be exhibited here,” Hitler said. But the 
Nazis not only dictated the style of the works, they 
also made sure that the artists would choose the right 
subject. "The Fiihrer wants the German artist to leave 
his solitude and to speak to the people. This must 


start with the choice of the subject. It has to be popu- 





lar and comprehensible. It has to be heroic in line with 
the ideals of National Socialism. It has to declare its 
faith in the ideal of beauty of the Nordic and racially 
pure human being.” 

A Cologne critic described the basic thematic struc- 


ture of the show 


A walk through the exhibition proved that the principles of clar 
ity, truth, and professionalism determined the selection... . The 
heroic element stands out. The worker, the farmer, the soldier 
are the themes... . Heroic subjects dominate over sentimental 
ones... . The experiences of the Great War, the German land- 
scape, the German man at work, peasant life... . The life of the 
state with its personalities and developments. These are the new 
subjects, they demand new expressions and styles... . In accor: 
dance with the subject, the style of most of the works is clear, 


strong, and full of character... there is a whiff of greatness ev. 


erywhere. Healthy, fresh, and optimistic artists are showing their 
work with manifold individuality. A new era of art has begun.é 


The “Great German Art Exhibitions” were also sup- 


posed to provide an educational experience 


The annual exhibition in the House of German Art is more than 
a display of art. Other exhibitions do that too. This selection is 
the harvest of the artistic will. On its banner stand the words of 
the Ftihrer: “Art is a mighty and fanatical mission.”’ National So- 
cialism has removed art for all times out of the sphere of 
individuality and has put it at the service of the community. Just 
as our philosophy gives each individual the strength to bind him- 


Exhibition ‘‘In Praise of Work,” 
House of Art, Berlin, 1936. 
Center; Fritz Koelle, \ronworker; 
Helmut Schaarschmidt, 

Earth Work 

MAY THIS HOUSE BE 
DEVOTED ONLY TO SERIOUS 
ART, ART THAT IS OUR 
BLOOD, ART THAT PEOPLE 
CAN COMPREHEND. ONLY 
THAT IS TRUE ART THAT THE 
ORDINARY MAN CAN 
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self to race and people, so does art return from solitude into the 


fold of the community... . Art has received the task of mirroring 


German life in its manifold richness, of mirroring the richness of 
the German soul in pictures which ring the political change. The 
artistic struggle is no longer an aesthetic one, but one for the 
mobilization of the German character. Artistic change is the sym- 
bol of political change; it lets the heart sing out when it 
concentrates on the silent forces of nature, man, plant, and ani- 
mal. This is not an idyllic Biedermeier refuge or an empty 
pastiche. The young German art which passionately addresses 
the people and represents their soul also knows the heroic, the 
manly stance in the picture of the soldier’s readiness to fight, or 
in the clear rendering of beauty so akin to antiquity.? 



















































The exhibition was supposed to be a cross section 
of the best in German art. It had a programmatic char- 
acter, introducing the new art and clearly demonstrat- 
ing the break with the art of the Weimar Republic. “For 
the first time in 150 years, culture no longer takes its 
orders from Paris. The forceful cultural renaissance 
comes from Germany and influences other countries 
An art form which only yesterday was counted as ex- 
emplary has been unmasked. People are coming to 
their senses. In art they call for simplicity, honesty, and 


directness. We have overcome Impressionism, Expres- 


sionism, and New Realism and whatever other names 
there are, and we have attained clear images.”!° 

At this exhibition, as in the others to follow, the pic- 
tures were mostly displayed by subject—order was 
also expected in the arts. Flower painting, industrial 
landscape, the family, country life were all neatly cate- 
gorized (see illustrations pages 116-17, 135-37, and 


148-50). The exhibition was to be a mirror of the 





world, a confirmation of the regeneration that, accord- 
ing to Hitler, had taken place after painting and 
sculpture had been freed from all degenerate ingre- 
dients. The breakdown was: 40 percent landscapes, 


about 30 percent showing ordinary people, |] percent 





portraits of historical figures, 10 percent animals, and 
7 percent still lifes 

The majority of the entries were traditional. For al- 
most every painting exhibited one could find a 
precursor in the history of art. In many aspects the ex- 


hibition did not differ from earlier southern German 





art shows, a further proof that the National Socialists 
did not invent a style which emerged overnight in 
1933, but that the art of the Third Reich was the result 
of a continuous process, of something which existed 
before. Goebbels himself frequently bemoaned the ab- 
sence of younger artists. In fact, of the exhibiting 
artists, 250 had showed their work in the Munich 
Academy exhibitions before Hitler came to power 

Fritz Erler (1868-1940) was over sixty when the Na- 


tional Socialists came to power. A respected and 


Helmut Schaarschmidt. 
Earth Work 
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successful Munich painter from the Art Nouveau move- 


ment, he, together with Ferdinand Spiegel (1879- 
1950), was nevertheless lured by the new regime to 
make propaganda pictures for the military. He aban- 
doned the softer and more naturalistic style of his 
earlier peasant paintings for steely renderings of men 
from the SS and SA 

Paul Mathias Padua (1903-1961), another favorite of 
the Nazi elite, was younger, but like many others did 
not need the support of the National Socialists. A tra- 
ditionalist, he worked in the manner of the French 
realistic school, and his paintings of Bavarian peasants 
were very popular (see page 97). In style and expres- 
sion his earlier work did not differ from that exhibited 
in Hitler's “Great German Art Exhibitions.” His is a 
typicat case of a talented artist being absorbed into 


the political machinery. He had only to add a few de- 





tails, like a picture of Hitler or a Volks radio, in order 
to fit the requirements. As time passed, Padua was 


more and more sucked into the maelstrom of Nazi ide- 


Franz Eichhorst. Peasant. 

Detail of a mural 
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THIS IS THE TRUE CHANGE, 
THE IRREVOCABLE VICTORY 
OF THE IDEALISTIC SPIRIT 
OVER DARK FORCES.” 
—ROBERT VOLZ 























Franz Eichhorst. Farewell. 
Detail of a mural 

















ology. His picture 7he 10th of May (see pages 164-65), 
in which a German soldier beckons the people to fol- 
low him, was a blatant propaganda picture with which 
the artist celebrated the beginning of the invasion of 
France 

Other painters with no particular political aim let 
their work be used for the Nazi ideology. Hermann Ur- 
ban (1866-1946) was a successful landscape painter 
and contributed several so-called heroic landscapes to 
the official art exhibitions. This prompted Paul 
Schultze-Naumburg to write ecstatically about Urban’'s 
work as representing the artistic battles against the 
barbaric world. “His landscapes show us that all life is 
a battle. Those who do not take up the battle will be 
trampled underfoot."!! 

Franz Eichhorst (1885-1948), a painter of German 
peasants, was also easily won over. Relying on his ex- 
perience during World War One, he made a specialty 
of the heroic soldier. His giant frescoes (105 feet long 
and 13 feet high) for the Berlin city hall, Sch6neberg, 
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which covered four walls, were a celebration of the rise 
of the Nazi movement. There was the whole National 
Socialist cast: the young couple, the mother and child, 
the workman, the farmer, and the soldier getting ready 
for the fight. All this was heavily decorated with Nazi 
insignia and a generous sprinkling of flags. “This is 
Germany's road during the last twenty-five years, a 
timeless picture of the destiny of a people in its fight 
for existence and for the future,” wrote Robert Volz in 
Die Kunst im Dritten Reich, November 1938. 

The very respectable Conrad Hommel, a favorite por- 
traitist of the pre-Hitler era who had painted Marshal 
von Hindenburg and Albert Einstein, also fell into line 
After Hommel had painted Géring, he became the fa- 
vorite portraitist of the Party, turning out endless 
pictures of Hitler (see illustration page 105), Goebbels, 
and the other cronies. His paintings became increas- 
ingly pompous and empty. 

Hommel was not the only painter of the old Munich 
Secession who “adjusted” his style to the new de- 
mand. The venerable Munich Secession, which grew 
out of the Impressionist school, furnished many paint- 
ers for the “Great German Art Exhibition.” Some, like 
Eduard Thény (1866-1950), painted military subjects 
but maintained at least some artistic integrity by con- 
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Conrad Hommel. General Field 
Marshal Hermann Goring. 
1939. “Great German Art 
Exhibition 1939” 


tinuing to paint as they did before. The same can be 
said about the Secession painter Leo Samberger 
(1881-1949). Paul Herrmann (born 1864), Elk Eber 
(1892-1941), and Hans Schmitz-Wiedenbriick (1907- 
1944) also furnished the new regime with paintings 
with National Socialist and war themes. 

The best pictures of rustic genre scenes came from 
painters like Adolf Wissel (1894-1973; see illustration 
page 106), Thomas Baumgartner (born 1892; see illus- 
tration page 143), Constantin Gerhardinger (1888— 
1970; see illustration page 140), Oskar Martin- 
Amorbach (born 1897), and Julius Paul Junghanns 
(1876-1958; see pages 134-35). There were the strong 
) 
Most of these artists were past the middle years of 


horses and cows of Franz Xaver Stahl (born 19 


their life; they painted as they had always done— 
traditionally, neatly, without artistic conflict. Their style 


and their message suited the National Socialists well 





If one did not know that Albin Egger-Lienz (1868— 
1926) painted around 1910, one could easily think that 
his work was done during the Third Reich. It was no 
accident that he became one of the favorite precursors 
of these new artists. 

Werner Peiner (born 1897) is a case of artistic cor- 
ruption of a different kind. A successful painter before 
Hitler, he became professor at the Diisseldorf Academy 


Oskar Martin-Amorbach. Evening SLL ae . 
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Albin EgegerLienz. Life. 
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Julius Paul Junghanns. 
Self-Portrait. 1935 
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Rudolf Hermann Eisenmenger. 
Mural behind the wall clock of the 
Vienna office of the Reich Labor 
Service 


Werner Peiner. 
Autumn in 
the Eifel 





after other artists like Paul Klee, Jankel Adler, and Os- 
kar Moll had lost their teaching posts. A volunteer in 
World War One, Peiner hesitated a long time deciding 
yetween the profession of architect and that of painter 
nfluenced by the old Italian and Dutch masters, he 
ound the salvation of the world in the traditional 


values, Without the National Socialists he would have 





jad a decent career as a realist artist. One cannot ac- 
cuse him of changing his subjects to suit the National 


Socialists, but he allowed himself to be absorbed by 





them. His renderings of the earth, the changing of the 


seasons, the ripening of the corn were the very sub- 





jects of the blood and soil philosophy. And he lived 
well by these works. He became one of the most hon- 
ored artists, the president of the Hermann Goring 
Academy for Painting, which was later to be called the 
Werner Peiner Academy 

Rudolf Hermann Eisenmenger was one of the few 
artists in the "Great German Art Exhibition” born in 
this century (1902). He studied in the twenties at the 


academy in Vienna and won the Rome Prize. His 





easant women at the “Great Visitors at the ‘‘Great German Art 

German Art Exhibition 1943” Exhibition 1943” in front of Rudolf 
Hermann Eisenmenger, Three 
Women at the Fountain 











104 





Carl Spitzweg. Childhood Friends. ca. /855 


peaceful landscapes and traditional portraits as well as 
his nudes and allegories fitted comfortably into the 
iconography of the Third Reich. In 1936 he won the 
Olympic medal for painting. He also painted large fres- 
coes (see illustrations pages 101 and 107), notably in 
the Vienna city hall 

History has made us oversimplify. We tend to think 
that those who turned their backs on the regime were 
all good artists, and that those who remained were the 
bad ones. We also have the notion that there was a 
clear separation between those who embraced the re- 
gime and those who rejected it, as if 1933 were a 
magic moment that separated the whole of Germany 
into two camps, the National Socialists and their op- 
position. There were many shades. Some people 
continued to work as they had always done, some re- 
belled privately, and some stood in the wings, waiting 

Nevertheless, it is wrong to suppose that all the art 
exhibited was nonart or totally third-rate. Much of it 
was no better and no worse than that exhibited in the 


so-called academy exhibitions of the pre-National So- 
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Karl Alexander Fltigel. Harvest. 
“Great German Art Exhibition 
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cialist era. To be sure, many artists who had been 
members of the old Munich Secession had now 
changed their style to suit the new demands, throwing 
all integrity overboard. 

Not all the officially accepted artists were vehement 
defenders of National Socialist ideas. Some tried to 
develop a working compromise between conformity 
and open rebellion. Like so many of their fellowmen, 
they were acquiescent. They profited from the state 
and on the whole continued to paint in the same way 
as they had done before. Some introduced titles which 
obeyed new demands. Sometimes the addition of the 
word “German” to the title was the only visible link 
with the ruling system. “German Earth” or “German 
Oak” sometimes sufficed; ideas which were actually 
not apparent in the picture but could be read into it 
In this fashion artists willingly let their paintings serve 
as propaganda. Their participation in these exhibitions 
lent credibility to the regime. Even “apolitical” works 
served this purpose. Many artists complied, willingly 
shedding their principles. 

There were many contradictions in the arts policies 
of the National Socialists. The decision about what 
was to be allowed and what was not was not always as 
clear-cut as it seems now. Some work by Ernst Barlach 
won the support of several more enlightened members 
of the leadership. Sometimes a publication slipped by. 
The Rembrandt Verlag published a volume of Young 
Sculptors which included among some official artists 
many semiofficial figures whose style and subject mat- 
ter disqualified them from entering the big official 
“German Art Exhibition.” Baldur von Schirach at- 
tempted as late as 1943 to show some semiofficial art 
in the Ktinstlerhaus in Vienna, with an almost subver- 
sive catalogue. Among the 173 artists were some 
representatives of the New Realism like Theo Cham- 
pion and Ernst Thomas. There were many artists 
whose reputation had not been tarnished. Hitler sent 
his spies to the Ktinstlerhaus, and the show closed af- 
ter one week; the ill feeling between Hitler and 
Schirach lingered on after this event. 

There were contradictions also in the choice of what 
was allowed to be shown and what was not. The Cub- 
ist sculptor Rudolf Belling (1886-1972) had one work 
prominently displayed in the “Degenerate Art” exhibi- 
tion, while another work of his—the bust of the boxer 
Max Schmeling—was shown in the first official “Great 
German Art Exhibition.” Early in the Hitler years Gér- 
ing commissioned another “degenerate” artist, Otto 
Dix, to paint portraits of his children. 


Among the artists too there were many doubts, false 
hopes, and errors. There were those who originally em- 
braced the National Socialist ideas and later bitterly 
regretted it. The most famous cases are those of the 
painter Emil Nolde, the poet Gottfried Benn, and the 
philosopher Martin Heidegger. The painter Franz 
Radziwill, a magic realist, had joined the Party in 1933. 
He became a professor at the Diisseldorf Academy and 
participated in the German pavilion at the Venice 
Biennale of 1934. One year later he was dismissed and 
his work banned. 

Among art critics and art historians, there were also 
many followers, doubters, and fanatics. But for each 
critic speaking for the new German art there were also 
voices of dissent, like that of the eminent art historian 
Wilhelm Pinder. Some of the newly appointed museum 





directors, too, were unsure of the direction they should 
take. Some fought to show modern works. Up to 1937 
Eberhard Hanfstaengl, director of the Berlin 
Kronprinzen Palais, managed to show works by the 
Briicke and the Blaue Reiter as well as by Klee, 
Kirchner, and other Modernists. Not all museum peo- 
ple were taken in by the National Socialists. Actually 
very few of the major German museums purchased 
works from the “Great German Art Exhibitions.” Of 
course, this boycott of National Socialist art was not 
political but due simply to the fact that few works were 
good enough to be collected by a museum. 

Most artists exhibiting in the official “Great Art Ex- 
hibitions” lived in the past and embraced the new 
traditional art policies. Painters like Ivo Saliger, Hans 
List, and Eberhardt Viegener did not disguise their 
love for the art of earlier centuries. It coincided with 
the preferences of the leadership. The Party members 
cherished old German masters, like Diirer, Altdorfer, 
Cranach, and the painters of the nineteenth century— 
Anselm Feuerbach, Philipp Otto Runge, and Hans 
Makart, whose empty and pompous theatricality ap- 
pealed to Hitler's taste. Hitler's favorite painters were 
Carl Spitzweg, Wilhelm Leibl, and Hans Thoma. The 
paintings he surrounded himself with came from the 
late eighteenth- and nineteenth-century representa- 
tives of the Munich School: Franz von Lenbach 
(portrait of Bismarck), Franz von Stuck (Die Stinde 
|Sin|), Feuerbach (Parklandschaft |Park Scene]). In these 
much-loved painters Hitler and many of his contempo- 
raries found the embodiment of everything that was 
true and real in Germans. They represented virtues to 
emulate. It was easy for Hitler to persuade people to 
accept an art modeled on these paintings. 


In general, National Socialist paintings were based 
on traditional genre painting. They were in total con- 
trast to work by the Modernists, who had broken free 
from this art form. Genre paintings suited the Fascist 
ideology. They implied a ready-made link with the 
past, with a golden Germanic age, which the National 
Socialists were so keen to forge. Their painting was 





basically a reworking of old-fashioned types and 
techniques. 

Also, and most important, straightforward realistic 
paintings were easily overlaid with propaganda mes- 
sages. Their static nature excluded any 
progressiveness. Their conservatism echoed the Na- 
tional Socialists’ yearning for a wholesome world, and 
their contemplative character gave a feeling of depth 
and soulfulness. It was an art that did not ask any 
questions. 

Each soldier, woman, and child in a painting was 
meant to elevate one group of people to the status of 
demigods, while condemning the rest to death. The 
evil in the National Socialist regime lay in the fact 
that, as Hannah Arendt observed, it decided who had 
the right to live. And art was used to drive this mes- 
sage home, 

Titles were very important. They were to give the 
work a profound meaning. Landscapes became “Liber- 
ated Land” or “Fruitful Land.” Seascapes became 
“Wind and Waves." Highways became the “Fiihrer's 
Highways.” Titles like “Through Wind and Weather,” 
“Standing Guard,” or “Ready to Work” showed the 
fighting spirit of the German worker. There were many 
images of fertility. One was never quite certain if “For- 
est Splendor,” “Spring,” or “Blessing of Earth” 
belonged with a flowery field or with the portrait of a 
woman. 

The title gave the painting its function. All the 
themes of National Socialist ideology could be found 
in the exhibitions. They were like the credo of the 
Hitler faith, which had said: 


... lis natural that the German figure is a highly favored 
theme in our modern art... . our artists find their models. . . 
[in] closeness to the native soil, [and] the restorative powers of 


the landscape. .. . [Country women and girls] together with their 


male partners, they form the rugged stock of our people... . 

Artists stress above all else the role of the mother as the 
guardian of life. ... 

The portrayal of the female nude will always be the artist’s 
most ambitious undertaking... . to show the healthy physical be- 
ing, the biological value of the individual... the body as nature 
wanted it... a welcome contribution to our program of promot- 
ing national zest. Our country is particularly intent on cultivating 


such happiness where it promises to enhance the performance of 
men and women in their basic duties of combat and 
fertility... 12 


All the paraphernalia of the “Blood and Soil’ motto 
could be found there. It is hard to believe that these 
naive, even primitive, rural themes and codes could be 
so easily sold to a technically advanced urban society 
in the first half of this century. 

In addition to allegorical and symbolic themes, the 
old techniques of woodcuts, tapestries, and weaving 
and the choice of triptychs all served to give the new 
German art a spurious link with the past. Art too had 
to do its share of the big rewriting of history, and mil- 
lions swallowed it as taught in schools and even in 
universities. There was no room for a personal per- 
spective or for comparison. Ingredients were taken out 
of their context and readjusted to promote a dream of 
German greatness written up, drawn, painted, and 
sung in mystical terms. 

“What we are seeing here is another world—the im- 
ages of history, recaptured. The language which is 
spoken here is powerful and awe-inspiring. Thousands 
upon thousands stand spellbound by the incredible 
beauty of this spectacle, a spectacle that dissolves the 
present. It is the distillation of centuries, 2,000 years 
of German culture,” wrote a reporter in the Vélkischer 
Beobachter. 

The realism or naturalism of the paintings made 
them instantly readable and universally understood. 
They were also popular. This cannot be explained sim- 
ply as a result of the brainwashing of a whole nation. 
There is no doubt that the success was built also on a 
genuine desire of many to see an art that told a story. 
The National Socialists were well aware of the discrep- 
ancy between the reality of an urban, industrialized 
society and the iconography of their idyllic rural art. 
The art of the Third Reich was not a mirror of the 
world, but a guideline to behavior and attitudes, dis- 
seminating messages. 

In 1942, Adolf Feulner, a museum director, formu- 
lated the task in this way: 


The longing for calm, realism, earthiness has permeated the arts. 
The essence of this change is the turning away from pessimistic 
negation and abstraction and the return to a simple world and to 
humanity. . .. Not only must artists solve artistic problems, they 
must also solve the problems of life... . The form must be uni- 
versally understood and clear. Content must speak to all. The 
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Model of a Viking vessel in the pageant for the Day of German Art 1939, Munich 


artistic content is at the service of the philosophical 
|weltanschauliche| education of the people. Art has to become 
again, as in the past, a life force, representing the ideals of the 
people. It must form anew the symbol of the people.'3 


Eight exhibitions of “Great German Art” were held 
in the House of German Art, the first one in 1937, the 
last one in 1944, one year before the war was lost 

The fascination with the world of art and architec- 
ture, with the pageants and the display of banners and 
colors was widespread, and people came in droves to 
see the Munich exhibitions. For the opening exhibition 
in 1937 there were 60,000 visitors. “Never before have 
more people visited an exhibition. Never before have 
more works been bought,” boasted Goebbels. “An art 
exhibition, previously an event for artists and a few art 
overs, became a national event. Tens of thousands 
walked*through the ‘Degenerate Art’ exhibition and 
then entered the wide rooms of the House of German 


Art with an elevated heart and a true feeling of happi- 





yess, knowing that after years of terrible defeat 


German art has found itself again.” '4 


By 1942 the number of visitors to the annual exhibi- 
tion reached almost a million, and 1,214 works were 
sold. The large and steadily increasing number of visi- 
tors was for Hitler an affirmation of his cultural policy. 
Thousands of artists sent their work to the official art 
exhibitions. These could not possibly have been 
painted especially for these shows. Can we really 
imagine that so many artists suddenly submitted to 
an official decree by renouncing their own style and 
ideas? 

Each Day of German Art, celebrating the opening of 
the official Munich exhibition, was considered a prime 
event of pageantry. In 1937, 26 floats, 426 animals, and 
6,000 people in period costumes paraded models of 
the art of all time and models of the new buildings 
around the city. Large crowds of cheering people 
watched those gigantic annual parades celebrating the 
2,000-year history of the Reich. There they saw figures 
of Neptune, of Uta of Naumburg, of Father Rhine, and 
of Pallas Athene, and naturally giant statues of the 
Fuhrer. A mixture of costume ball, carnival, and kitsch, 


these parades were a celebration of the Volk, they dis- 














played old crafts and symbols. National Socialism was 
made to look like the legitimate heir to all German 
history. A public display of the regime's belief in the 
|,000-year future of the Reich. The Day of German Art 
was to help to fuse the nation together, to bridge class 
differences. 


The Day of German Art demonstrates how much art is the con- 
cern of the nation and the people in which it is anchored. It is 
also a message to the world... . The free spectator stands side 
by side with the free artist. The artist understands freedom in a 
deeper sense. He understands the commitment to his people and 
his country... . The only law that governs him is an ethical one: 
his responsibility for his people and its spiritual tradition. . . . 
Out of his freedom will come the great flowering of his work. It 
will proclaim the victory and the joy of a people for generations 
to come. A people which was able to celebrate its art. The Day 
of German Art is a happy occasion, a commitment to the 
present.!> 


Hitler was always presented as the great patron of 
the arts. He was seen opening exhibitions, purchasing 
pictures for Party buildings. He became the best client 
of the “Great German Art Exhibitions,” spending large 
sums of money at each. From the second exhibition in 
1938 he bought no less than 202 works, over half a 
million marks’ worth. (Once a work was sold, it was 
taken off the walls and replaced by another one.) The 
number of works bought by the Fiihrer increased 
steadily. In 1941 he bought nearly 1,000, which he dis- 
tributed throughout ministries and public buildings. 
The label “Purchased by the Fiihrer” was highly prized 
“No age can claim to free itself from its duty to foster 
art,” Hitler had said. “It would lose, if it did so, not 
only the capacity for artistic creation, but also the ca- 
pacity to understand, to experience art .. . through his 
work the creative artist educates and ennobles the na- 
tion’s capacity for appreciation . . . the great cultural 
achievements of humanity were at all times the high- 
est achievements of the life of the community.” !¢ 

The Academy of Art in Munich gave Hitler a golden 
medal. On the front was the head of Pallas Athena. 
The back featured Pegasus. The medal carried the fol- 
lowing inscription: “To the leader of the German 
people, Adolf Hitler, who has put national thought in 
the center of our spiritual life and who has rendered 
back to art its old rights. His prophetic plans have 
given art its own task, to be the language of the 
people.”!7 

Only with the help of the mass media were the Na- 
tional Socialists able to show that they were the 
creators and guardians of a great new culture. If we 


understand this, we can see why the reporting of art 
became so important and that criticism or any discus- 
sion which served any purpose other than the 
propagation of this idea had to be stopped 

The dissemination of art became more important 
than the making of it. Exhibitions and new buildings 
became media events. Hitler and Goebbels gave long 
cultural speeches. The distribution of art through leaf- 
lets and books, through postcards and stamps, was 
more important than the art itself, and the postcard 
business boomed. Illustrated newspapers reported reg- 
ularly on exhibitions. The work of the official architects 
and artists was celebrated on their anniversaries. 
Hitler's famous cultural speeches (he made six in all 
entirely devoted to cultural matters) were widely dis- 
tributed through radio and the press. There were quite 
a few German art magazines which propagated the 
new German cultural ideology. Kunst und Volk (Art and 
the People) reveled in articles about medieval Ger- 
many and old sagas, linking them with subjects of the 
Nordic race. Besides reproductions of new paintings 
there were illustrations of the beloved precursors Dii- 
rer and Riemenschneider. But the most important arts 
magazine of the Nazi era was Die Kunst im Dritten Reich, 
which was founded in 1937. The editor was Alfred 
Rosenberg; his collaborators were Werner Rittich, Wal- 
ter Horn, and Robert Scholz. Die Kunst im Dritten Reich 
was printed in an edition of 8,000 copies, later to in- 
crease to 50,000, which was considerable at that time. 
Its layout and format were that of a respectable art 
publication. The magazine, printed in green and gold, 
spelled luxury and trustworthiness. Its link with a great 
tradition was obvious. In its format and content it was 
desigried to appeal to an educated reader. The cover 
design used symbols borrowed from classical antiq- 
uity. It combined the insigne of the Reich with a torch 
and the head of Athena. 


Athena is the goddess of war and art. She personifies the strong, 
fresh spiritual strength of the human being. She stands freely, up- 
right. She recognizes, measures, and uses the strength of all 
things in the victorious battle with the enemy and in the con- 
quest of nature for the creation of art. The picture of the goddess 
is the fitting expression of the heroic character of the Flihrer and 
the National Socialist movement and, in the deepest sense, of 
the art the Ftihrer wants. An art form for which the artist has to 
fight in a serious and concentrated working procedure so that he 
may receive a blessing from it.!8 


In 1939 the magazine changed its name to Die Kunst 
im Deutschen Reich (Art in the German Reich; in this 
book, we will call the magazine Die Kunst im Dritten 


Reich throughout, to avoid confusion—Ed.). This fol- 
lowed a decree from Hitler, who decided not to use 
the expression “Third Reich” any longer. Even when 
faced with defeat in 1944, Hitler favored the expression 
“Grossdeutsches Reich,” “Greater German Reich.” A 
French edition was published in France during the 
Occupation 

How is it that so few people noticed the messages 
that were constantly confronting them? Messages that 
were neither disguised nor subtle. Thousands of artists 
painted these pictures, the educated flocked to the ex- 
hibitions to be elevated by them, without recognizing 
the underlying ideas. Art historians, academics with 
high ranks at universities and art schools proclaimed 
the most banal ideals of National Socialist ideology 
and published their shallow and absurd ideas in seri- 
ous books, magazines, and dissertations 

Over the years the number of entries in the “Great 
German Art Exhibitions” increased. There were more 
than 600 works in 1937; the number rose to 1,400 in 
1941, only to level off slightly in the last few years. The 
number of artists accepted followed similar patterns— 
550 in the first year, going up to 750 during the war 
One might wonder why so many artists freely offered 
to be part of this venture. There were of course the 
obvious Nazi painters with their rendering of the men 
of the SS and the German soldiers: Otto Hoyer, Elk 
Eber, Wolf Willrich, and Willy Waldapfe 


olf Ziegler, who, because of his embarrassing nudes, 


There was Ad- 


became known as the “Master of the Curly Pubic Hair.” 





But for many it was a good place to sell. Prices were 


often kept low to enable the German people to deco- 
rate their walls with German art. But the favorite 
painters of the regime often obtained inflated prices. 

This characterized the attitudes of many of the offi- 
cial artists, who had great financial and artistic 
advantages and privileges due to Hitler's patronage. 
And many threw all integrity to the wind. “Venerable 
Reich Chancellor, the artists and musicians of the 
Prussian Academy would like to assure you of their de- 
votion and gratefulness for your memorable words in 
Nuremberg and Munich. They underlined the impor- 
tance of the arts for the nation and the state,” the vice 
president of the music section and his sidekick from 
the visual arts section wrote Hitler.!9 

On the whole, Hitler was quite lenient about artists’ 
membership in the Party: as long as they delivered the 
art he wanted, they were sure of his personal support. 
The opportunism of the artists worked by itself. They 
were, after all, his fellow artists, and remembering his 
hardships as an artist, he said, “My artists shall live 
like princes | Ftirsten|," and the leading artists of the 
Reich did precisely that. The artists were very much 
Hitler's. The painter Sepp Hilz received a personal gift 
of 100,000 Reichsmarks from Hitler to build himself a 
studio. Gerdy Troost, the widow of Hitler's favorite ar- 
chitect, received large sums annually for the 
decoration of her husband's buildings, of which she 
was in charge. Arno Breker paid only a token sum in 
taxes, and in 1940 he received a large private house 
with a park and a sizable studio as a personal gift 


from the Fiihrer. Large studios, the Staatsateliers, were 





! 














built for Albert Speer and Josef Thorak. Less well- 
known artists were also financially rewarded and were 
given Juden Wohnungen, apartments sequestered from 
Jews. 

In 1937 Hitler decreed a considerable arts budget to fi- 
nance the cultural mission of the National Socialists 
Never before in Germany had such large financial aid 
been given to the arts. To obtain the money, the govern- 
ment sold special stamps, and Hitler is said to have put 
the royalties from Mein Kampf into the arts budget. Spe- 
cial collections also provided funds, and, of course, 
there was the money obtained from Jewish property. 

Hitler himself made the decision to honor artists 
with prizes. Special medals were minted for those 
deemed to merit them. The granting of “honorary pro- 
fessorships” was another way for Hitler to assure 
himself of the allegiance of the artists. The architects 
Albert Speer and Hermann Giesler were made honor- 
ary professors. So were many painters—EIk Eber, 
Constantin Gerhardinger, Hermann Kaspar, Wilhelm 
Petersen, Franz Treibsch, Adolf Wissel, and many oth- 
ers. But Hitler, despite his vaunted liberal attitude 
toward his artists, could also be vindictive. When 
Gerhardinger refused to send pictures for exhibition in 
Munich for fear of their being bombed, he lost his title 
as professor and Hitler ordered him dismissed from 
the academy. 

Stung by the attacks on its arts policy by the foreign 
press, the German government was eager to prove to 
the world that its artists were not only looked after 
but also free. "Foreign circles hostile to Germany often 


Sepp Hilz. 

Rural Trilogy. 
Maids, Horn of 
Plenty, Servants 


attempt to project an image of the contemporary Ger- 
man artist as an oppressed and beaten creature, who, 
surrounded by laws and regulations, languishes and 
sighs under the tyrannical dictatorship of the culture- 
less, barbaric regime,” said Goebbels in 1937 at the 
annual meeting of the Reichskulturkammer. He thun- 
dered on 


What a distortion of the true situation. The German artist of to 
day feels himself freer and more untrammeled than ever before. 
With joy he serves the people and the state. National Socialism 
has wholly won over German creative artists. They belong to us 


and we to them... . How could the German artist not feel shel- 
tered in this state?... He again has a people that awaits his call. 
He no longer speaks to empty rooms and dead walls... . Na- 


tional Socialism has also drawn the German artist under its 
spell... . It is he who fulfills the task that a great time has as- 
signed to him. A true servant of the people.2° 


Of course, the truth was very different. As the major 
client and sole promoter of the arts, the government 
set the standards and thus determined form and 
content 

One cannot stress enough the fact that everybody 
who built, painted, wrote for the regime, who approved 
of or encouraged the National Socialist art world, sup- 
ported at the same time the political system which 
ruled over it. But one should also not forget that not 
all artists cooperated. A small number withdrew into a 
kind of “internal immigration.” Most of these were too 
deeply rooted in Germany or too old to start a new 
life in a foreign land with a different language and cul- 


ture. Otto Dix, Ernst Barlach, Oskar Schlemmer, Karl 
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Schmidt-Rottluff, to name just a few, remained in Ger- 
many. It was often a brave position to take. They led a 
secluded life, isolated from exhibitions and from crit- 
ical coverage. They were not allowed to purchase 
artists’ materials, they were constantly visited by the 
Gestapo, and their paintings were liable to be removed 
and destroyed. 

But the majority of the people applauded the new 


arts. The output of art was enormous; exhibitions 





multiplied. 

The great national exhibitions were complemented 
by many local ones. In 1941, with war raging, over a 
thousand art exhibitions were held. The new German 


art was shown in galleries, museums, and even facto- 





ries. Art exhibitions were held in the occupied 
territories. But there were many other exhibitions of of 
ficial art throughout Germany, notably in Berlin, 
Diisseldorf, Karlsruhe, Stuttgart, and Dresden. Berlin's 
old Kronprinzen-Palais of the Prussian Academy was 
refurbished, often showing works previously seen in 
Munich. Some regional exhibitions were organized on 
themes like “Blood and Soil” or “Race and Nation” or 
“Pictures of the Family.” The Maximilianeum in Munich 
also organized regular exhibitions, specializing in local 
Bavarian artists. 

The number of museum visitors was on the increase; 
700,000 people came to see the Munich exhibition in 
1942. It introduced 251 artists who had not exhibited 
in the House of German Art before. The press boasted 
about the young new talent that stood side by side 
with the old. Sixty percent of the work was sold. 

But greater participation did not bring any renewal or 
greater variety to the art. Having attacked the multi- 
tudes of styles and tendencies which characterized the 
art of the Weimar Republic, the National Socialists 
were constantly stressing the common elements in the 
new work. Despite diverging ideologies and rival pol- 
icies, they wanted to show a unified picture of the arts. 
Despite differences in temperament, background, and 
age, all artists had to serve the same cause, display 
the same attitude, pursue the same aim. This explains 
the boredom one feels looking at the catalogues or 
reading the art magazines of the Third Reich. 

Articles and reviews in Die Kunst im Dritten Reich and 
other publications by the leading National Socialist art 
historians repeated the same platitudes and trivial ob- 
servations as Hitler's cultural speeches. Nowhere a real 
discussion, no arguments. Modern art was simply ig- 
nored. Hitler had successfully banned criticism. In 
exchange he received bragging arts reports of the most 


philistine and stupid kind. The headlines of the articles 
said it all. “Style of Discipline and Feeling,” “The Face 
of the Leader,” “The War as an Experience of the 
Soul,” “Art and Community.” When works were re- 
viewed, words like “characterful,” “sincere,” “soulful,” 
“healthy” were constantly used. “Pictures .. . breathed 
and affirmed life’; they were “deeply felt” or spoke “to 
the heart.” There was no comment on the style or 
quality of the painting; the only formal criterion was 
the technical accomplishment, expressed with words 
like “honest,” “well crafted,” or “attention to detail.” 
Exhibitions were always labeled a “prime event,” “a 
step forward on the road to a new art.” Adverse crit- 
icism did not exist; all works were perfect. The artist 
too was “proud,” “unique,” “in unison with the peo- 
ple,” their task was “great,” and “leading into a 
glorious future.” Page after page was filled with the 
same message. It is unbelievable that educated people 
could write and read such empty, bombastic rhetoric. 

The intellectual standards of the leading arts com- 
mentators did not improve over the years. The lack of 
real artistic innovation prompted them to talk fre- 
quently about “the threshold of a new art.” With 
promises like “Painting is only at the beginning of an 
important development” or “The artistic and handicraft 
level of painting goes from strength to strength,” they 
tried to silence doubt about the merit of the art on of- 
fer. Year after year the leading art historians, Rittich, 
Scholz, Horn, and many others, repeated the pseudo- 
scientific ideas of their mentor, Alfred Rosenberg, and 
offered their anachronistic and chauvinistic view of the 
arts. The banality and simplism of the propaganda 
messages that the official arts press offered to a highly 
educated public are unbelievable today. And yet mil- 
lions were taken in. One cannot help suspecting that 
the shallowness of the arguments contributed signifi- 
cantly to their popular success. 

Similarly, public speeches also did not offer any- 
thing new. For the opening of the 1938 “Great German 
Art Exhibition,” Hitler gave one of his famous cultural 
speeches. In it he summed up once more the National 
Socialist arts theory and repeated the same old 
clichés. The National Socialists understood better than 
most that repetition is one of the most important ele- 
ments of propaganda. There were the obligatory attack 
on the international art market and the usual snipe at 
“Jews, Dadas, and Cubists.” Hitler stressed again and 
again that the German people have a new affirmation 
of life. They are filled with admiration for the “strong 
and beautiful, the healthy and those capable of 
































surviving’—all thoughts that aligned the arts theory 
with the theory endorsing the annihilation of the sick 
and the “racially inferior.” He boasted that “the cul- 
tural program of the new Reich is of a unique 
greatness in the history of the German people.” There 
were the usual references to the art of Greece and to 
German art as the mirror of the German soul. But the 
speech also contained the first doubts. Stung by the 
attacks in the foreign press, Hitler tried to justify his 
arts policy and especially his decision to mount the. 
exhibition of “Degenerate Art” by declaring that it was 
necessary to “draw a hard line, in order to make way 
for the only possible task for German art: to follow the 
way of the National Socialist revolution. .. ." Demand- 
ing clarity and logic from the artists who wanted to 
continue to work in Germany, he tried to show himself 
magnanimous toward those artists who had fled the 
country: “We have no hate. Let other democracies 
open their progressive doors to them, let them live, 
but not in Germany.”2! 

The speech also showed his first doubt about the 
quality of the works exhibited. He conceded that the 
aim of the first “Great German Art Exhibition” was to 
“open up the way for the decent and honest average, 
which gave hope for greater talents in future times."?? 

It is possible that Hitler's disenchantment with the 
new paintings was real. For him the flowering of Ger- 
man art had been concluded with the nineteenth 
century. From 1938 he increasingly turned his attention 
to the other arts, to sculpture and, most of all, to 
architecture. 

Hitler's doubts about the quality of the new art are 
also reflected in the lack of contemporary works in his 
private collection, as can be easily established from 
photographs of his two favorite residences. In the 
Braune Haus in Munich, the first home of the National 
Socialists, the only new German painting was Ziegler's 
Four Elements, which the French ambassador is sup- 
posed to have called “The Four Senses” ("Taste is 
missing”). In his country retreat, the Berghof, there 
were no contemporary works—despite the fact that he 
bought thousands of pieces in the official art exhibi- 
tions. But compared with the work of older masters, 
this number was still relatively small. Among the 3,423 
art works Hitler stored away during the last years of 
the war in the mines of Bad Aussee, only 24 were con- 
temporary works, among them 2 paintings by Troost 
obviously kept for sentimental reasons, a picture by Al- 
bin Egger-Lienz and one by Sepp Hilz, plus a portrait 
of Troost. 


Goebbels too tried constantly to reassure people 
that new art was forthcoming: 


Our enemy's cry that it is impossible to expel the Jew from Ger. 
man cultural life, that he cannot be replaced, still rings in our 
ears. We have done precisely this and things are proceeding bet- 
ter than ever! The demand of National Socialism has been 
thoroughly carried out in this field and the world has visible 
proof that the cultural life of a people can also. . . be admin- 
istered, led, and represented by its own sons... . Everywhere 
people are painting, building, writing poetry, singing, and acting. 
The German artist has his feet on a solid, vital ground. Art, taken 
out of its narrow and isolated circle, again stands in the midst of 
the people and from there exerts its strong influences on the 
whole nation.?3 


But he had no illusions about the new art and he 
added: 


/t cannot be doubted that in a history-making time, so highly 
tension-ridden, as our own, political life absorbs a host of talents 
which normally would have been partly at the disposal of cultural 
life. In addition, there is the fact that the great philosophical 
ideas which have been set in motion by the National Socialist 
revolution, for the moment operate so spontaneously and erup: 
tively that they are not yet ripe enough for elaboration in artistic 
form.24 


Among many artists, criticism of the dominating 
provincial Munich school could be heard. The Bavarian 
Heimat (native land) style, with its blue skies, well- 
tended fields, healthy farmers, and well-fed cows, was 
not to everyone's liking. People living in the modern 
cities grew tired of the constant glorification of the fa- 
therland and the German peasant. 

On the whole, in all these works the style and ico- 
nography were the same. There was little development 
during the next few years, except for the introduction 
of war paintings, which took an increasingly important 
place. There were some who hoped that the approach- 
ing war would release new artistic energies. In the 
event, the paintings of the tanks and battle scenes 
which resulted brought a new realism to the art scene, 
but most of the paintings were just as undemanding 
and boring as the previous genre paintings. With a few 
exceptions mediocrity ruled, right to the end. 
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TION OF 
ERATE ART’ 


FOR IT IS AN AFFAIR 
OF THE STATE... 

TO PREVENT A PEOPLE 
FROM BEING DRIVEN 
INTO THE ARMS OF 
SPIRITUAL LUNACY... . 
FOR ON THE DAY THAT 
THIS KIND OF ART 
WERE ACTUALLY 

TO CORRESPOND 

TO THE GENERAL 
CONCEPTION, ONE 

OF THE MOST SEVERE 
CHANGES OF MANKIND 
WOULD HAVE BEGUN; 
THE BACKWARD 


DEVELOPMENT OF 


THE HUMAN BRAIN... . 


—Hitler, Mein Kampf! 


ai. is not the function of art to wallow in dirt for dirt’s sake, 

never its task to paint the state of decomposition, to draw 
cretins as the symbol of motherhood, to picture hunch- 
backed idiots as representatives of manly strength,” Hitler 
had declared at the Party rally in Nuremberg in 1935.2 

In July 1937 Hitler and Goebbels decided to clear mu- 
seums of all remaining modern works and to mount an 
exhibition of modern works as an example of what they con- 
sidered the most horrific art ever created. “The custodians of 
all government and private museums and art collections are 
busy removing the most hideous creations of a degenerate 


humanity and of a pathological generation of ‘artists,’ the 


magazine Der SA-Mann reported triumphantly in September 
And the director of the German Art Association had this 
to say to the cultural theorist Alfred Rosenberg: “Throw this 
decaying foulness out of the art of the awakening Germany! 
Out also all those who still allow and foster cultural Bolshe- 
vism! The undersigned knows that the Fuhrer and you, 
Herr Reichsleiter, cannot do everything alone Therefore 
we make ourselves available to fight unreservedly, with all 
our strength and ability, for a German philosophy 
| Weltanschauung|, for the fertility of German life, and through 
this for German art. We are at your command. Heil Hitler!'"4 


A commission under the painter Adolf Ziegler, presi- 





dent of the Reich Culture Chamber, aided by some a 
historians, including the director of the Folkwang Mu- 


seum in Essen, Klaus Graf von Baudissin, seized over 121 


the works were: 1,052 by Emil Nolde, 759 by Erich 
Heckel, 639 by Ernst Ludwig Kirchner, and 508 by Max 


Beckmann. They also took works by Alexander Archi- 


i P , : 5,000 works from private and public collections, Amon 
ENTARTETE_ . 


penko, Georges Braque, Marc Chagall, Giorgio de 
Chirico, Robert Delaunay, André Derain, Theo van 
Doesburg, James Ensor, Paul Gauguin, Vincent van 
Gogh, Albert Gleizes, Alexei Jawlensky, Wassily Kan- 
dinsky, Fernand Léger, El Lissitzky, Franz Masereel, 
Henri Matisse, Laszl6 Moholy-Nagy, Piet Mondrian, Ed- 
vard Munch, Pablo Picasso, Georges Rouault, and 
Maurice Vlaminck. Géring had made sure to reserve 
and appropriate 14 works from the confiscated loot, 
among them 4 van Goghs, 4 Munchs,-3 Marcs, | 
Gauguin, | Cézanne, and | Signac 

Right from the start the National Socialists began to 
stage propaganda exhibitions of what they considered 


the most blatant examples of modern art. The League 








for the Defense of German Culture had organized a 





Above: 

“Degenerate Art," Munich, 

1937. Cover of the exhibition 
guide with the sculpture The New 
Man by Otto Freundlich 


Right: 

Hitler at an early “Degenerate Art” 
exhibition, Dresden, August 1935. 
Paintings: Erich Heckel, Seated 
Man; Ernst Ludwig Kirchner, Five 
Women; Hans Grundig, Boy with 
Broken Arm, and Johannes Tietz, 
Double Image 

AS IN ALL THINGS, THI 
PEOPLE TRUST THE 
JUDGMENT OF ONE MAN 
OUR FUHRER. HE KNOWS 
WHICH WAY GERMAN ART 
MUST GO IN ORDER TO 

FUILF TS TASK AS A 
PROJECTION OF THE 

GERMAN CHARACTER. | 
OPEN THE EXHIBITION OF 
DEGENERATE ART. "—ADOLI 
ZIEGLER 


























show in Karlsruhe in 1933 which showed “official” art 
in Germany from 1918 to 1933. “Official” in these 
erms were the works by Die Briicke and Der Blaue 
Reiter as well as paintings by Max Slevogt, Lovis Cor- 
inth, and Munch. Each of the works on show had a 


price tag to indicate how much the museum had paid 








or it. The aim was to incite the public by showing 
them how, in times of economic hardship, taxpayers’ 
money was spent. Stuttgart followed with an equally 
critical show of the works of Marc Chagall, Max Beck- 
mann, and Otto Dix. As soon as the Dresden Museum 





was cleared of its modern art, the city hall put on a 
show of the confiscated works entitled “Mirrors of the 
Decadence in Art.” The Nuremberg and Dessau mu- 
seums also opened their own “Chambers of Horrors. 
displaying modern art. The National Socialist com- 
missar Gebele von Waldstein wasted no time. In the 
spring of 1933 he opened an exhibition of “Cultural 


Bolshevism" in the Kunsthalle in Mannheim; the show 
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then traveled to Munich and Nuremberg. The painter 
Hans Adolf Buhler, the director of the School of Fine 
Arts in Karlsruhe, quickly followed with an exhibition 
caricaturing the art sponsored by the previous govern- 
ment: “Official Art from 1918 to 1933.” All these 
defamatory exhibitions were widely publicized and at- 
tracted many visitors. In Munich, “The Eternal Jew,” an 
exhibition of Jewish history in theater, film, painting, 
and sculpture, attracted 150,000 visitors 

In 1936, Hitler decided to stage his own show of the 
hated modern art. An official exhibition of “Entartete 
Kunst” (Degenerate Art) opened in Munich on July 19, 
1937, a day after the opening of the first “Great Ger- 
man Art Exhibition,” to which it was a pendant. With 


great satisfaction, Goebbels announced 


How deeply the perverse Jewish spirit has penetrated German 
cultural life is shown in the frightening and horrifying forms of 
the “Exhibition of Degenerate Art” in Munich. ... This has 
nothing at all to do with the suppression of artistic freedom and 
modern progress. On the contrary, the botched art works which 
were exhibited there and their creators are of yesterday and be- 
fore yesterday. They are the senile representatives, no longer to 
be taken seriously, of a period that we have intellectually and po- 
litically overcome and whose monstrous, degenerate creations 


still haunt the field of the plastic arts in our time. 


The exhibition of “Degenerate Art” was installed in 
the old gallery in the Hofgarten. In his opening speech 
Adolf Ziegler announced: “Our patience with all those 
who have not been able to fall in line with National 
Socialist reconstruction during the last four years is at 
an end. The German people will judge them. We are 
not scared. The people trust, as in all things, the judg- 


ment of one man, our Fuhrer. He knows which way 





German art must go in order to fulfill its task as the 
expression of German character What you are see- 
ing here are the crippled products of madness, 
impertinence, and lack of talent | would need sev- 
eral freight trains to clear our galleries of this 
rubbish.” He added proudly, to thundering applause, 
“This will happen soon.’ 

The “Degenerate Art” show in Munich was the most 
radical and most vicious of its kind. The pictures were 
jammed together with labels so insulting that even 


Hitler thought some of them too strong. In its arrange- 





ment the directors, strangely enough, borrowed from 
the much despised Dadaists. The way of hanging the 
pictures, the aggressive slogans resembling graffiti on 


the walls, the whole idea of wanting to shock had all 





been done years before by the Dadaists. Hitler and 


Goebbels came to look at the cream of Cubism, Dada- 


“The Harlot Ils Elevated to a Moral 
Ideal!" Page 17 of the ‘Degenerate 
Art” exhibition guide. Paintings: 
Karl Schmidt-Rottluff, Portrait of a 
Woman; Paul Kleinschmidt, Duet 
at the North Café; Ernst Ludwig 
Kirchner, Yellow Dancer 


ism, and Expressionism: approximately 650 works by 
112 artists, among them Barlach, 


Grosz, Heckel, Kandinsky, Kirchner, Klee, Kokoschka, 





Beckmann, Corinth, 


Die Dirne wird 
gum sittlichen 
Ideal erhoben! 


Was die. bolschewistische Jiidin 
Rosa Luxemburg an der russi- 
schen Literatur besonders liebte: 
»Die russische Literatur adelt die 
Prostituierte, verschafft ihr Ge- 
nugtuung fiir das an ihr began- 
gene Verbrechen der Gesell- 
schaft..., erhebt sie aus dem 
Fegefeuer der Korruption und 
ihrer seelischen Qualen in die 
HMdhe_ sittlicher Reinheit und 
weiblichen Meldentums.“ 


Rosa Luxemburg in ,,Die Aktion“ 1921. 














But the apparently chaotic display had a kind of or 


der built into it. The exhibits were classified by subject 


olde, and Pechstein 

Young people were barred from the show so that the 
organizers could underline the obscenity of the ex- 
\ibits from which decent German youth had to be 
yrotected. They even wanted to go so far as to place 


nuseum directors and artists next to the work “so that 





he public could spit at them.” 


just as in the other official exhibition. Only the themes 
here were “Farmers Seen by Jews,” “Insult to German 
Womanhood," “Mockery of God.” The spectacular and 
sensational way in which the art was displayed was 
aimed at mobilizing vigorous popular protest. It was 
meant to be the last chapter of a barbaric age, while 
the official show signaled the dawn of a new one. Over 


two million visitors came, nearly three and a half 














Dummbheit oder Freechheit — oder 
beides — auf die Spitze getrieben! 


times as many as attended the official art exhibition 
“Does this not sufficiently prove the necessity for such 
an education through the horror chambers of degener- 
ate art?” boasted one of the prominent members of 
the League for the Defense of German Culture.” 

There is little consolation in the fact that many peo- 
ple came to say good-bye to the art they liked. And 
the press joined in the tirades against the modern art- 
ists and announced proudly that the “cleansing of the 


temple of German |art| was complete.” The aim of the 





“Stupidity or Impertinence—or 
Both—Pushed to the Limit!"" Page 
32 of the ‘Degenerate Art" 
exhibition guide. Paintings: Max 
Ernst, La Belle Jardiniére, Willi 


Baumeister, Figure with Pink 
Stripe Ill; Johannes Molzahn, 
Twins 


show was to kill off modern art, and for most people it 
succeeded. Goebbels had achieved his aim of making 


it appear that the public was the true judge of art 


Had the representatives of decadence and decline turned their 
attention to the masses of the people, they would have come up 
against icy contempt and cold mockery. For the people have no 
fear of being scorned as out of step with the times and as reac- 
tionary by enraged Jewish literati. Only the wealthy classes have 
this fear... . They succumb all too easily to that kind of demi- 
culture which is coupled with intellectual pride and conceited ar- 
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rogance. These defects are familiar to us under the label 
“snobbism.”’. . . Snobbism is sick and wormeaten. .. . 
had the courage to reject the products of its insolent arrogance. 
Today they are assembled in the ‘‘Exhibition of Degenerate Art,” 
and the people, by the million, walk by this blooming nonsense, 
shaking their heads angrily... . In fact, the Ftihrer had acted in 
the fulfillment of a national duty when he interfered here and 
again established order and a sure footing in this chaos.? 


We have 


There were suggestions that the remaining works be 
burned, and on March 20, 1939, 1,004 paintings and 
3,825 watercolors, drawings, and graphic works were 
burned in the courtyard of the fire station in Berlin 
The confiscation of the moderns from the museums 
also provoked hectic activity among national and inter- 
national art dealers. The Berlin art dealer Karl 
Buchholz “offered his services” in the cleansing action 


in order to take over some works. Karl Haberstock, a 


Derniggecungact 


Den raffifchen Inftinet des Dolkes cae 


Opposite: Above: 
“Degenerate Music,” Dtisseldorf 
1938. Cover of the exhibition 
guide by Hans Severus Ziegler 


Mulatto, 
Portrait of B 
a portion of Emil Nolde, 
Man and Woman 


/nstallation view of the 
“Degenerate Art” exhibition. 
aintings: Emil Nolde, The 
Karl Schmidt-Rottluff 


Munich art dealer who organized an auction of banned 
art in Lucerne in 1939, is said to have proposed a “fur- 
ther cleansing action.” Dr. Franz Hofmann of the 

Degenerate Art Commission proposed to sell these 
“unsalable” works. Goebbels hesitated, but Hitler, real- 


izing that this art could be a source of considerable 





income, decided to sell it 

Soon the London dealer P. D. Colnaghi, trying to 
outbid the two Jewish dealers from Paris, Wildenstein 
and Seligmann, offered to take over the entire stock of 
the “Degenerate Art” exhibition, referring to the fact 
that he was the only prominent English art dealer 
never to have offered degenerate art from any country 
for sale.? 

Ultimately it fell to the Galerie Fischer in Lucerne to 


organize the sale, in June 1939 
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i. is a widely held view 





WHILE WE ARE CERTAIN THAT WE HAVE EXPRESSED — that all twentieth-century totalitarian systems 
produced the same kind of art. Stalinist art or 
THE SPIRIT AND LIFE SOURCE OF OUR PEOPLE ree : ce sealind art 
| that sponsored in Italy under Mussolini or in 
CORRECTLY IN POLITICS, WE ALSO BELIEVE THAT Spain under Franco often looks similar. But 
WE WILL BE CAPABLE OF RECOGNIZING ITS National Socialism is the only regime which 


excluded all but the approved art forms right 


| CULTURAL EQUIVALENT AND REALIZE IT. from the start. The iconography of National 


—Hitler, Party Day 1935, Nuremberg! Socialist art was very limited. A few themes, 
endlessly repeated, sufficed to express the 
whole message. A close look at the subjects 
the National Socialists favored and vigorously 
promoted shows that art was not only the di- 
rect expression of their political ideas, but 
also at the base of their political system in all 


its aspects 


NATURE 
“German art represents homeland and longing 
for the home. In landscape paintings the 
soul is expressed. It is the language of the 
homeland which speaks even in an alien 
atmosphere or in foreign lands. When one 
speaks German, then the soul speaks. If one 
speaks with an alien tongue, a cosmopolitan, 
fashionable Esperanto, then the soul is 
silenced.” 

In all the official "German Art Exhibitions” 
landscape painting dominated. It was often 
the one kind of painting artists could do with- 


out declaring too close an allegiance to 129 





National Socialist theories. But it was also 


seen as the genre in which the German soul 


could best be expressed 
Again and again the idea of the Volk was linked with 


the landscape. The country was a place of belonging 





The nineteenth century, too, had dreamed of a medi- 


eval and rural Utopia in which man and nature could 


e fused together (see the Bruegel-like landscape of 


Karl Alexander Fliigel on page 108). The National So- 








cialists picked 


p these ideas and made them one of 


he central themes of their philosophy of art. But what 





or the Romantic painter was an idealized dream be- 


came reality for the new painters. Their landscape 








re 


resented the Germans’ Lebensraum, their living 
space 


The new landscape painting followed closely the tra- 





dition of the Romantic painters, especially Caspar 
david Friedrich and Philipp Otto Runge, both artists 


litler cited in his speech at the opening of the House 





nood they expressed appealed to many beyond the 
eadership. But landscape for the new artist was not 
only a place of contemplation, it was also a space for 
iving, for action. The landscapes of Werner Peiner 
share with the Romantics’ landscapes a longing for ex- 
yansive distances, but Friedrich’s landscape was an 
maginary one; the landscapes of the new painters 
were meant to be real. Landscape, in National Social- 
st thinking, was always the German landscape. “The 


yainters of today are nearer to nature than the Roman- 





ics. They do not look for a religious mood but for 
elementary existence. Each landscape is a piece of the 
German homeland which the artists illuminate with 
their soul Above all art today stands the law of 
the people.””? 

The style of new German landscape painting was 
also seen as a direct reaction to the Impressionists 
Artists create again under the spell of the silent 
forces which reign above and in us. The German land- 
scape painter rejects the virtuosic rendering of the 


impressions of light and air. He searches for the unity 








between man and landscape; he interprets the eternal 


laws of organic growth."4 


of German Art. Their feeling of longing and the specific 





: 8 
For the National Socialists questions of style or form 


did not exist. All artistic problems were metaphysical 
ones. Richard Wagner's dictum that art is "the presen- 
tation of religion in a lively form” was fully subscribed 
to by the ideologists of the regime. "The desire of the 
Germans to create always grew from the two roots: a 
strong sensuous feeling for nature and a deep meta- 
yhysical longing. The capacity of the Germans to make 
he divine visible in nature, and to illuminate the sen- 
suous with spiritual values, fulfills Wagner's demands 
or art to become religion,” wrote Robert Scholz.? 
The act of creation was seen as a mysterious 


sseudo-religious event. “Painting is not a matter of ar- 





istic decision, of composition or formal choices. The 
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hour of creation is one of the great secrets of creation; 
it has to be faithfully prepared and humbly awaited.”¢ 

Nature was not only seen as an antidote to the city, 
but was also enjoyed as the arena in which the strong 
dominated the weak, in which the elements ruled, and 
where animals shared a life-giving force. As in the he- 
roic landscape, a genre the Nazis took from Dutch 
landscape paintings and the Romantic school, nature 
was seen as a fighting ground. 

Animal paintings took on a kind of monumental, 
even heroic, stance. The eagle, the lion, and the bull 


were the favorite symbols of victory and courage. The 


proud eagle and the storm trooper's gaze are two sides 





of the same coin. Michael Kiefer's soaring eagles were 
the painter's version of another of the Nazis’ favorite 
emblems: the symbol of ruling. In the paintings by 
Carl Baum and Julius Paul Junghanns, even horses and 
cows-became symbols of strength, the animal equiva- 


lent of the naked hero 





Junghanns (see illustrations pages 65, 100, and 
134-35), Germany's most prestigious animal painter, 


had taught since 1904 at the Diisseldorf Academy. Un- 


Fase’) bal s 


Michael Kiefer. Meadow near Chiemsee: Eagles. 
“Great German Art Exhibition 1943” 


der the National Socialists his animal paintings took 
on anew meaning. Hitler personally selected his work 
for the first “Great German Art Exhibition.” How much 
this painter of apparently harmless alpine landscapes, 
with animals and simple peasants, could be bent to 
suit the National Socialists is best demonstrated by 
the presentation of his work in the magazine Die Kunst 
im Dritten Reich. According to the interpretation of the 
new era, Junghanns’s work had little t} do with the tra- 
ditional animal paintings of the Dutch school, where 
animals were merely shown as friends of the humans. 
“Julius Paul Junghanns has done more than merely 
paint people and animals, he has shown them as mon- 
uments. Monuments of a speechless, heroic attitude 
and strength, the most dignified witnesses of our 


time.” 


COUNTRY LIFE 

Hand in hand with the longing for deep communica- 
tion with nature came the call for a simple life, with 
the peasant as the incarnation of the true German (see 


illustrations pages 136-37 and 142-44). “Traveling 


























through the German countryside today, one still finds 


among our peasants customs which have survived for 
a thousand years Everywhere one will find primor- 
dial peasant customs that reach far back into the past 
Everywhere there is evidence that the German peasan- 
try knew how to preserve its unique character and 
its customs against every attempt to wipe them out, 

including the attempts of the Church. It preferred to 


go under rather than bend its head to the alien law 





imposed upon it by the lords Despite this 
thousand-year effort to alienate the German peasant 
from his nature, the common sense and the deep 
blood-feeling of the German peasant knew how to pre- 
serve his German breed "8 There was a tradition of 
earthy peasant paintings, especially in Austria. The 
Tyrolean painters Franz Defreger (1835-1921) and the 


younger Albin Egger-Lienz were seen as the great pre- 





cursors of the National Socialist peasant painters 
The paintings of Michael Kiefer, Franz Xaver Wolf 

(see illustration page 146), Georg Ehmig, Franz 

Eichhorst, Hans Ebner, Oskar Martin-Amorbach (see 


illustrations pages 136, 144, and 153), and Friedrich 


t 


Deine Sdlonicn' 


“Germany, Your Colonies!” Poster 





Kraus all celebrated simple country life on their 





canvases—especially harvesting. They represented the 
National Socialist ideal of “Blood and Soil.” They pic- 
tured peaceful country life, uncomplicated decent 
people, clean and earthy. The paintings advertised the 
eternal values of peasant life as a source of strength, 
as opposed to the destructive life of the city in which 
there is no continuity, and in which everything is con- 
stantly uprooted the German man emerged from 
the German peasantry. Princes, Church, and cities were 
able to place their stamp on a special kind of German 
man, but nevertheless, the German peasant down 
the centuries has been the raw material and the 
foundation,” R. Walther Darré, Minister of Works, pro- 
claimed in 1934.9 

Also left out was any sign of the increased mecha- 
nization of agriculture: the farmer was mostly depicted 
in a primitive earthbound state, sowing, plowing, 
mowing the grass with a scythe. The eternal and time- 


less repetition of a farmer's work was shown as a 





quasi-religious ritual. Cows and horses and the rain- 


bow; all nature is harmony (see illustrations pages 


| 36-37). Work in the country was always seen as dili- 
gent and strong. In the painting by Heinrich Berran, 
Bergheuer (The Haymaker), the farmer brings the hay 
down like Atlas carrying the earth on his shoulders. In 
Lothar Sperl’s Rodung (Clearing the Land), the workers 
are shown as fighters dominating the soil. In Willy 
Jackel, the arresting image of the laboring plowman is 
heightened by a menacing sky 

Exhibitions with rural themes multiplied. This kind 
of painting was very popular, especially in southern 
Germany, where the representation of village life had 
always been part of the local iconography. But a harm- 
less local genre was shamelessly used for propaganda 
purposes. In the autumn of 1935 an exhibition called 


“Blood and Soil” opened in Munich. A newspaper 


134 


critic wrote: “The exhibition .. . aimed to collect 
healthy and good and earthbound art and to fight for 
a new strength in art against decadence... .. As a pref- 
ace to the exhibition stand the words of Professor 
Schultze-Naumbure: ‘Art has to grow from the blood 


and the soil if it wants to live.’"!° 


THE FAMILY 

the eugenic concept of ‘family’ in its deepest es- 
sence is synonymous with the Christian concept of a 
‘religious-moral family, which rests upon the twin pil- 
lars of ‘premarital chastity’ and ‘conjugal fidelity.” .. . 
monogamy also stands at the beginning of our cul- 


ture It was good morals for a woman to have 


several children. A childless married woman was re- 


























Georg Ehmig. Returning from 
the Alpine Meadows 


Julius Paul Junghanns. Hard 
Work. “Great German Art 
Exhibition 1939" 
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Oskar Martin-Amorbach. Harvest. 
“Great German Art Exhibition 
1938" 


Right: 

Lothar Sperl. Clearing the Land 
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Heinrich Berran. The Haymaker 


Right: 

Willy Jackel. Plowing in the 
Evening. /938 

“A SYMPHONY OF COLORS IN 
A LIGHT-FLOODED SKY. THE 
FARMER WALKING THROUGH 
THE ROARING ELEMENTS, A 
SYMBOL OF CARE FOR 
GROWTH AND GROWING.” 
—WALTER HORN 
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garded as inferior, as was a woman who had many 
miscarriages, or who brought deformed, sick, or sickly 
children into the world,”!! according to Paul Hermann, 
an expert in racial purity 

Closely linked with the idea of peasant life was the 
idea of the family. The family was more than just indi- 
vidual children and parents. The German people as a 
whole was seen as an interlacing of all German fam- 
ilies of the same race. Here too art became a prime 
spokesman of National Socialist philosophy. The family 
became an important subject of the visual arts. The 
amily of the farmer in particular was seen as the nu- 


cleus of the nation. The National Socialists hoped that 





he farm family’s renewed popularity would lead to an 


earthly paradise, an order based on nature. “Those to 





whom Germandom is an essential entity see in the 
family the health, the salvation, and the future of the 
state. Around the family table are the sheltering and 
protecting qualities of the soul: the homeland, the 
andscape, the language of the community in the 
soul lives the child, the songs, the fairy tales, the 
proverbs, the native costumes, and furniture and 
ools."!2 


The ideal father and mother were the pillars of a 


amily of several children, happy and in harmony, fer- 





ile and bound to nature, as in Adolf Wissel’s Farm 


One Nation. One Reich 
One Fihrer. 10 April 1938. 
Commemorative stamp 


ie iY Pa menace 
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Family from Kahlenberg (see illustration page 148), a 
finely executed painting very much in the south Ger- 
man tradition with its love of details, but the 
perfection of the execution and the immobility of the 
scene render it lifeless. Constantin Gerhardinger, 
Thomas Baumgartner, and Wilhelm Petersen also 
painted several family pictures. 

Films, books, and paintings all praised the virtue of 
the family. “In it lie the ultimate energies of primordial 


folk art In it lies also the salutary and profound 





feeling for the family arts: folk music, work music, 
dance music, family music have here their last abode. 
Here they can work their potent health-giving 
magic... . How laughable, puppet-like, the art groups 
of the big cities appear. Their changing art fashions are 
best compared with exotic animals inside the cages of 
the zoos of the big cities.”!? 

The religious role elevates the family to the status of 
an altarpiece. They listen to the Fuhrer on the radio in 
Paul Mathias Padua’'s The Flihrer Speaks (see illustration 








Rudolf Warnecke. Carpenters 


page 73), or look at the official art magazine in Udo 
Wendel's The Art Magazine (see illustration page 221)— 
actually a self-portrait of the artist with his parents. 
No presentation of social conflict or hardship was al- 
lowed to disturb the dream. The overriding 
requirement to express a racial ideal prevented any 
real characterization 

The Nazis themselves claimed that their paintings 
had nothing to do with “realism,” however realistic 
their style. The word “realistic” figured only rarely in 
the vocabulary of art critics in the Third Reich. A real- 
istic rendering of the present would give a limited 
picture. The new German artist was creating for eter- 
nity. “God forbid that we should succumb to a new 
materialism in art and imagine that if we want to ar- 
rive at the truth, all we need is to mirror reality,” 
wrote Baldur von Schirach. “The artist who thinks he 
should paint for his own time has misunderstood the 
Fuhrer. Everything this nation undertakes is done un- 
der the sign of eternity.” '4 

The restful composition, symmetrical design, and 
frozen gestures of many paintings were supposed to 
evoke feelings of unchanging universal truth. Here too 
the ideologist stopped at nothing; even the Bach fam- 
ily was enlisted to serve as a shining example of the 


purity of race and Germanic virtue: 











Study for Life Cycles. 19/0 





Thus biological investigation has uncovered a series of families in 
which, as a result of the entry of individuals or even only one 
person of low-grade quality, the whole subsequent generation 
was ruined. ... On the other hand, we are acquainted with a 
sufficient number of families in which the preservation of a fam- 
ily tradition... has engendered a great number of high-grade 
persons. Here | shall mention the clan of Johann Sebastian Bach 
of Thtiringen, which has been thoroughly investigated biologically, 
and which rightly can serve as a textbook example of the preser: 
vation and higher development of a good biological heritage.'> 


All the people depicted in this art were racially pure 
They did not mirror society but served as role models 
for it. They had become the incarnation of the National 
Socialist idea. The arts program was not an intellec- 
tual one but one transmitted through the senses, 
through the eye. That is why everything had to be 


beautiful, perfect, harmonious. 


v 


Unlike the genre paintings of the seventeentl 
century Dutch and nineteenth-century German 
schools, which the new painters tried to imitate, these 
works did not present a realistic picture of the living 


and working conditions of their time. They were in fact 





totally anachronistic, a form of cultural camouflage 


and a lie. The world of the Third Reich was far from 
peaceful and beautiful. The old paintings were lively 
and real because they grew out of the life which sur- 
rounded them. The Third Reich paintings were 
produced in a vacuum. That is why they looked 
wooden and lifeless. Form and content were in contra- 
diction. The integration of the artists into the social 
and political conditions of their times, which the Na- 
tional Socialists proclaimed so loudly, could not be 
brought about as long as the artists were called upon 


to propagate the official lie 


THE GERMAN WOMAN 
“The woman has her own battlefield. With every child 
she brings to the world, she fights her battle for the 
nation. The man stands up for the Volk, exactly as the 
woman stands up for the family,” proclaimed Adolf 
Hitler in a speech to the National Socialist Women's 
Congress in 1935.!6 

The National Socialists left nothing to chance. If art 
advertised the role of the family, the Party also used 
art to define the social role of woman and the image 
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Gisbert Palmié. 
Rewards of Work. 
Detail: Fruit Harvest 
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Jiirgen Wegener. Thanksgiving. “Great German Art Exhibition 1943” 


she should have. In his novel, Michael, Goebbels had 
written: “The mission of woman is to be beautiful and 
to bring children into the world The female bird 
pretties herself for her mate and hatches the eggs for 
him. In exchange the mate takes care of gathering the 
food, stands guard, and wards off the enemy.”!7 

The ideal women were tall, blue-eyed, blonde repre- 
sentatives of the Aryan race. The ideal beauty had to 
correspond to the type of human being that was politi- 
cally sound. For Hitler beauty always involved health 
“We only want the celebration of the healthy body in 
art.” The woman was preordained by nature to be the 
bearer of children, “the sacred mother.” The man was 
preordained to fight. In Hitler's view only this interpre- 
tation of the role of man and woman could produce 
fine art. “We want women in whose life and work the 
characteristically feminine is preserved,” said Hitler's 
deputy Rudolf Hess. “Women we can love. We grant 
the rest of the world the ideal type of woman that it 
desires, but the rest of the world should kindly grant 
us the woman who is most suitable for us. She is a 
woman who, above all, is able to be a mother... . She 


becomes a mother not merely because the state wants 


t, or because her husband wants it, but because she 
is proud to bring healthy children into the world, and 
o bring them up for the nation. In this way she too 
plays her part in the preservation of the life of her 


Volk."'8 Madonna-like renderings of mother and child 





pecame a favorite genre 

About a tenth of the paintings shown were nudes 
The increasing number of nudes in painting, and espe- 
cially in sculpture, was a reflection of the new body 
feeling. Nudes were part of the nature culture. The de- 
mand for naturalness, vitality, and sensualism found 
its visual counterpart in the presentation of the naked 
body. Here too it was antiquity, the Renaissance and 


the old masters, that provided the models: the nudes 





of Titian, Tintoretto, Michelangelo, Rubens, and Rem- 
brandt. The nudes of the Impressionists, especially 
Edouard Manet's Olympia, were rejected as a mere “ex- 
perience of the eye, the body painted for its own sake, 
the carrier of colors.” But not the expression of a 
moral, sociological, and religious attitude, which was 
supposed to determine the nudes of the Third Reich. 
The presentation of the devil woman, the prostitute, as 


modern artists often depicted her, was not only un- 





thinkable but was considered an insult to German 
womanhood. If man was shown as the dominator of 
nature, woman was represented as nature itself. She 
was the beauty of nature, or the playfulness of nature, 
and of course was as fertile as nature. She was shown 
over and over again in a state of ripeness (see the ren- 
derings of women in myth by Friedrich Wilhelm Kalb 
and Ivo Saliger, pages 222 and 223). This was the body 





Above: 
Franz Eichhorst. Mother 
and Child 


Opposite: 
Fritz Mackensen. The Baby 


Lower left: 

Alfred Kitzig. Tyrolean 
Peasant Woman with Child 
“IN THE REFLECTIVE 
SERIOUSNESS OF A 
MOTHERLY WOMAN LIVES 


THE PENSIVE SPIRIT OF 
AN ARTIST WHOSE 
BRUSHSTROKE IS LADEN 
WITH THOUGHT.” 
—EDMUND PESCH 


to be desired and adored. Titles such as Abandon and 
Morning spelled out the role woman was expected to 
play. Two themes dominate: the woman in a pose of 
expectation, and the woman as mother. 

If most of the male pictures showed very little indi- 
viduality, the representation of woman was even more 
stereotyped. The surface was smooth*with no bulging 
flesh, no natural folds of skin, no wrinkles. Woman was 
described with soft lines and gentle contours, the im- 
age of devotion and cooperation. Woman was an 
object; her role was subservient, to be looked at, to be 
fertilized. Her own sexuality was denied. She was usu- 
ally seen facing front, without pubic hair. In the past; 
nudes often cowered, hiding their breasts. The new 
woman, as in lvo Saliger's Diana’s Rest, stood upright, 
proudly displaying her naked body to the viewer, who, 
in certain pictures, was also the male judge of its at- 
tractions, as in Adolf Ziegler's Judgment of Paris. 

The president of the Reich Chamber for the Visual 
Arts, Adolf Ziegler, painted one of the main works for 











the 1937 exhibition of Germa 


1 art. It became famous 


almost overnight through frequent reproduction. Hitler 


acquired it, to hang in his liv 
above the fireplace. Ziegler w 
sents our philosophy.” What 


out by this picture? Bodies a 


ing room in Munich 
rote: “Our work repre- 
is the philosophy spelled 


re celebrated, the pho- 


torealistic representation of perfect bodies. The sleek, 


perfect surface detaches the 


women representing the four 





elements, offering them- 


selves to the onlooker, are like four priestesses; they 


sit on a bench as though on an altar. But they are 


pody from reality. The four 





also ready for sacrifice. Willingness to be sacrificed for 
the nation was widely stressed. The combination of 
priestess and sacrificial object was iconographically 
new 

This flat and boringly executed painting was ob- 
viously much liked, judging by the enormous numbers 
of postcards and reproductions of it sold. The National 
Socialists’ slick celebrations of the human figure with- 
out conflict or suffering were immensely popular. 
While the Salon paintings of the nineteenth century 


gave women at least some sensuality, the nudes by the 
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favorite painters of the National Socialist regime like 
Ziegler, Saliger, and Friedrich Kalb were totally passive 
and impersonal. 

From year to year nudes gained in popularity both 
in painting and sculpture. Many painters of nudes 
came from the respected Munich Secession, a group 
much influenced by the French Impressionists. But the 
Secessionists soon gave up all integrity. The demand 
for more naked flesh corrupted many, like Oskar 
Martin-Amorbach in his Peasant Grace, or Sepp Hilz, 


known as “the Master of the Rustic Venus.” Their clean 


Adolf Ziegler. \udgment of Paris. 
“Great German Art Exhibition 


Upper Right: 

Oskar Martin-Amorbach. 

Peasant Grace 

A STRONGER LINEAR STYLE 
SO TENDER IN ITS 
‘“—ROBERT SCHOLZ 


Sepp Hilz. Peasant Venus. 
“Great German Art Exhibition 





and scrubbed nudes, clad in titillating socks or a 
choker, resembled pornographic postcards or 
advertisements 

Gradually, an increasing number of lascivious nudes 


were exhibited and eagerly bought by the National So- 


cialist leadership, which was a sign of increasing 
decadence at the center of this health-conscious na- 
tion. The painting Leda and the Swan by Padua created 


quite a scandal when it was exhibited because of its 





salaciousness. It was nevertheless bought by Hitler 


himself. The offerings of nudes multiplied. There were 




















the sensual and lingering nudes of Karl Truppe 
Gerhardinger, Oskar Graf, Ernst Liebermann, Johanna 
Kluska, Johann Schult, Richard Klein, and many others 
furnished the exhibition with “healthy Aryan flesh.” 

Women were often represented as allegories of 
honor, purity, and faith, and as Victoria crowning the 
hero. These paintings say, “| am like you, you can be 
like me”: an invitation to identify, an accessible ideal, 
not a distant goddess. That is why artists brought the 
myths up-to-date: a Venus with a permanent wave. The 
National Socialist aesthetic required that their figures 
look smooth and fashionable, as if they had just 
emerged from the hairdresser or had been sunbathing 
That is why these women look so embarrassingly artifi- 
cial. They were supposed to be the image of 
motherhood but they are slick and cold. They offer no 
gentleness, no warmth. The paintings of the nudes be- 
lie the claims that the new art grew out of a new 
dynamic physical sensuality and a depth of feeling 
The nudes were meant to be the ultimate synthesis of 
nature and spirit. In reality, they were—like the 


the embodiment of 





armers, the family, and the men 
a racial idea. They were not a reworking of the human- 


istic ideal of the Greeks, they too were stereotypes 


FEMALE PORTRAITS 
Female portraits, especially of leading actresses and 
the wives of Party bosses, were also popular. Most of 


them showed the sitter in a demure, ladylike pose 





Hand in hand with the demand for naturalness came 


the demand for simple unaffectedness. The deeply pu- 








Johann Schult. After the Bath. 
“Great German Art Exhibition 
1940” 


PAINTING THE RIGHT AND 
GOOD WAY! WITH THE RIPE 
EXPERIENCE OF THE EYE 
AND THE KNOWLEDGE OF 


THE LAWS WHICH GOVERN 
THE BODY.”—ROBERT 
SCHOLZ 


Opposite: 
Paul Mathias Padua. Leda 
and the Swan 


Karl Truppe. Youth 
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ritanical attitude of most totalitarian regimes also 
prevailed in Germany and brought forth the most hilar- 
ious requirements painted and powdered women 
will be forbidden entry to all NSBO [National 
Sozialistischer Betriebs Obman,; National Socialist 
Foremen| gatherings. Women who smoke in public—in 
hotels, in cafés, on the street, and so forth—will be ex- 
pelled from the NSBO."!9 

“Germany does not need women who can dance 
beautifully at five o'clock teas, but women who have 
given proof of their health through accomplishments in 
the field of sports. ‘The javelin and the springboard are 
more useful than lipstick in promoting health,’” re- 


ported the Frankfurter Zeitung in 1937.29 Tea dances 











equal black music equal Jewishness equal city life—the 
simplistic equations never stopped 

“Fundamentally, we should reject the custom of 
the five o'clock tea which came to us from England 
where it is already a degenerate social form. First 
it was the modern way of life, shaped by the Jewish 
spirit a social gathering in which one cultivates 


jot conversation but gossip. In particular, it is thought 








that through this abominable American custom 
(namely, eating and drinking standing up) an espe- 


cially agreeable and spontaneous conversation can 





develop, whereas actually only chatter is achieved. 
These are not community-conscious, sociable German 
men, but ‘stray international gypsies on a parquet 
floor’?! 

The National Socialist leaders saw themselves in- 
creasingly as a feudal caste. A clique that did not mix 
with others, except for a few actresses who were 
allowed into their inner circle, they stayed to them- 
selves. Their growing wealth allowed them to adopt 
the style of the upper middle class, whose taste and 
aspirations they began to imitate in the country es- 


tates they established for themselves® 





As well as this idealized image, there were pictures 
of the idealized traditional housewife turning her at- 
tention to old handicrafts. “It must seem amazing that 
women and girls should return to work at spinning 
wheels and weaving looms. But this is wholly natu- 
ral This work must be taken up again by the 


women and girls of the Third Reich," declared the Vélk- 


ischer Beobachter in 1936.22 


THE GERMAN MAN 
“If anything, the new age of Germany will create the 
image of the German man. There has never been a 


richer time for the presentation and interpretation of 





eee 
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the German character. World War One showed us how 
little mere strength, diligence, and conscience mean 
nowadays. Everything depends on the persuasive 
power of the images provided so that a whole people 
can identify itself with them.”23 

Representation of the heroic man was usually re- 
served for sculpture. But with the beginning of World 
War Two, the man as hero became a powerful icono- 
graphic element in painting, too. The war absorbed 
much of the energy of the country, but it never totally 
extinguished the National Socialists’ preoccupation 
with the arts. The director of the National Museum in 
Berlin boasted that, while the British Museum and the 
Louvre fearfully had begun to evacuate their treasures, 
the German museums “have not been silenced like 
those of the enemy, waiting for the sad end of this war 
The German museums do their duty by serving the 
people and waiting for victory."24 

The “Great German Art Exhibitions” were also 
widely used as a morale booster. Hitler made sure to 
attend the openings, at least at the beginning. Later, 
preoccupied with the losing war, he left this task to 
Goebbels and Hess. Opening the fourth exhibition, in 
the first year of the war, Goebbels stressed the role of 


art as the best way of uplifting people in times of sor- 


From left to right: 


Karl Storch the Younger. Portrait 
of Mrs. Johanna Roth. /934 


Fritz Pfuhle. My Daughter 
Elisabeth. /935 
THE NOBLE WOMAN, THE 
GERMAN WOMAN KNOWS 
THAT SHE HAS TO DRESS IN 
A NOBLE, LADYLIKE WAY 
THAT CONFORMS TO HER 
NATURE SHE DOES NOT 
WANT TO ADVERTISE WITH 
COLORS OR FORCED 
ELEGANCE. THIS SHE 
LEAVES TO THE WHORES 
SHE WANTS TO BE WOOED 
FOR HER INNER QUALITIES, 
NOT FOR HER ATTIRE.” 
—KURT ENGELBRECHT 





Herbert Kampf My Daughter Eve 


row and deprivation. In fact, 751 artists displayed 
1,397 works. Many rooms were now devoted to war art 
The war became the new inspiration for the artist, but 
not the horror of it: the heroic sacrifice was always 
stressed. The war was a new source for artistic crea- 
tion, and many artists elevated the soldier to a 
symbol. The restrained pain in the face of the wounded 
soldiers and the expression of the finished battle were 
designed to move the people deeply 

“The opening of the ‘Great German Art Exhibition,’ 
during a war forced upon us, is the strongest demon- 
stration of our cultural need and our cultural 
strength,” wrote Robert Scholz, in 1940, in his capacity 
as director for the visual arts in Rosenberg’s office for 
the supervision of the intellectual training of the 
NSDAP. "The fact that Germany continues its cultural 


mission, undeterred and protected by its glorious 





weapons, is part of the miraculous inner renewal of 
the people. A philosophy has brought out creative 
forces. The part the visual arts play in this process of 
cultural renaissance is the miracle of all miracles 


War, which a Greek philosopher called ‘the father of all 





things,’ is a great challenger. German visual arts have 
met the challenge. This exhibition is proof of the 


strong impulses that our Fuhrer's ingenious willpower 








Rudolf Hausknecht. Lookout on a U-Boat 


Gisbert Palmié. Sniper Aiming a Rifle. 1944. 


and his ingenious creative strength have brought to 
the arts. His example spurs every creative force to the 
highest.’25 

The war was seen as a battle for the salvation of 
German culture. “In this war, the German Volk fights 
not only for its material existence, but also for the 
continuation and security of its culture,” declared 
Hitler on the occasion of the 1942 exhibition of Ger- 
man art. “German artists, too, have been called upon 
to serve the Heimat |nation| and the front.” 

Documentary films, shown in movie houses all over 
the country, broadcast the artistic message to a large 
number of people. “Filled with creative joy, our artists 
have this year, too, despite hardship, produced great 
works of art,” boasted one commentary. Among the 
“great works of art” the viewer saw were four sculp- 
tures: Thorak's Last Flight, a sentimental rendering of a 
woman holding a dead soldier; the bombastic relief of 
Breker's The Guardian, a soldier drawing a sword; and 
the statuary stereotype rendering of the naked woman, 
as in Fritz Klimsch’s The Wave or Anton Grauel's Pensive 


Nude. The example of what the National Socialists con- 





sidered “great” paintings was not more inspired. There 


were Julius Paul Junghanns’s naturalistic renderings of 
strong horses and cows; Rudolf Hermann Eisen- 
menger's allegory Die Nacht begleitet den Morgen (The 
Night Accompanies the Morning), three half-nude 
ladies; Joseph Piper's Drei nackte Jtinglinge am Meer 
(Three Nude Youths at the Sea); and two giant car- 
toons for Werner Peiner's gigantic tapestries Die 
Schlacht Kénig Heinrichs 1 (The Battle of King Heinrich 1) 
and Die Schlacht im Teutoburger Wald (The Battle of Teu- 
toburg Forest). Of course, the filmgoer was also given 
a generous helping of war art: a giant triptych, /nfantrie 
(Infantry), by Rudolf G. Werner; the fierce rendering of 
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Walter Schmock. Soldiers 


Die Flammenwerfer (The Flame Throwers), by Rudolf 
Liepus; the Hitler portrait by Gerhard Zill, and of 
course Hans Schmitz-Wiedenbriick’s Kampfendes Volk 
Fighting People). 

Art was constantly presented as a sign of optimism. 
ts role was not so much to help to overcome the in- 
creasingly difficult problems of life as to hide reality. 
Hitler had occupied France and was heavily engaged in 





Russia. Hundreds of thousands of soldiers had died in 
battle. The civilian population was spending night af- 
ter night in air raid shelters, but art was constantly 
used to bolster the lie of a victorious Germany. “All 
forces, the physical as well as the spiritual, fight for 
the final victory. Art is today, more than ever, a politi- 
cal factor of a high order,” wrote Walter Horn, 
reviewing an exhibition of the Prussian Academy in 
1940. "The victorious war has not diminished the cre- 
ative strength of the Germans. On the contrary. 
Everything serves to strengthen our will to fight and 
our determination to defend our soul.”26 

In 1942, when the House of German Art inaugurated 
the vast annual exhibition, the journalist and art func 
tionary Robert Scholz bragged: 


Millions flock to see our art, they come from all-parts of Ger- 
many. The fact that the “Great German Art Exhibition"’ opens its 





gates for the third time during the war is strong proof of the cer 
tainty of the spiritual fundament upon which the battle of our 
destiny stands. What unites the individual exhibits is the emana- 
tion of optimism and a strong artistic idealism. This belief in a 
future is in times like this the strongest proof of the strength of 
the German soul. Just compare these works with those of the 
First World War... . What marked the work of those artists was 
a deep pessimism. The darkness of their colors, the heaviness of 
their style announced the collapse of their spirit... . The inner 
strength and the general tenor of the present day are of a dif 
ferent mold... . The optimism. . . is visible in the many works 
that depict the lasting values and subjects in art, such as man, 
animal, and landscape.?7 


Hitler's pathological military nature was directed to- 
ward war. All his politics were aggressive. Their 
justification was conquest. “Only he who struggles 
with fate has Providence on his side.” Hitler firmly be- 
lieved that mankind could realize itself only through 
struggle, and so to him the purpose of art was also a 
preparation for war. The suffering of war was almost 
totally absent. Reviewing the frescoes of Franz 
Eichhorst (see illustration pages 160-61), Robert Volz 
wrote, “The beauty and singularity of these frescoes is 





Elk Eber. Dispatch Courier. 1938-39 
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Hans Schmitz-Wiedenortick. Workers, Soldiers, Farmer 


the almost total absence of blood and screams, the 


inbearably realistic has been avoided .. . the idea of 


Pa 


readiness to fight and to be sacrificed, the loneliness 
of heroism overshadows the horrors of reality. What re- 
mains is the idea of the destiny of a people."28 


The role of the artist was either to portray the strug- 


go 


e for the survival of a peaceful German world or else 


to represent this world, which had to be defended at 





all cost 

Painters like Elk Eber, Fritz Erler, and Franz Eich- 
horst glorified soldiers, Aryan fighters fierce and 
victorious. “Show the pupils the pictures of soldiers 
painted by Erler or Spiegel, compare them with the 
vulgar and horrid works by Dix or Grosz. Every pupil 
will recognize immediately what decadent art is 
The strength of the real artist is in his blood, which 


leads him to heroism."2? 


Eber became one of the particular favorites of the 
regime. He joined the Party early and received many 
honors. His paintings were widely distributed through 
postcards and reproductions. Eber was forty-one years 
old when Hitler came to power. He quickly became one 
of the most fanatical painters of the National Socialist 


novement. His pictures were always prominently 





exhibited and widely reproduced in the press. His 
paintings of soldiers and SA men, with their fierce pro- 
iles, displaying their weapons, were favorite subjects 


or postcards. The Dispatch Courier was especially popu- 





ar. They embodied the worst of National Socialist art 
with their call to fight and to sacrifice. “Elk Eber was 
one of the strongest artistic personalities of our time,” 
declared a colleague in Eber's obituary in the Volkischer 
Beobachter, in 1941 “He drew the war as he saw and 
lived through it, the heroism of the German soldier 
during battle. Also his own deprivation and suffering 
and sometimes even the proud bearing of the soldiers 
The Last Hand Gre- 


nade was one of the most remarkable pictures in the 


when the battle was hopeless. 


‘Great German Art Exhibition,’ because it expressed 
the attitude of the Party and the whole people 
Professor Elk Eber had basically only one theme: the 
soldierly, heroic masculinity of our time.” 3° 

Hans Schmitz-Wiedenbriick's painting Workers, Sol- 
diers, Farmers borrowed the traditional format of the 


triptych to carry a Fascist message. It represented the 





three pillars of the state, elevated to icons, symboliz- 
ing their contributions—almost but not quite equal. 
The army dominated the picture, not only by its cen- 
tral position but also by the fact that it was painted as 
if seen from below, a well-known artistic device for 
creating awe and emphasis. 

Paul Mathias Padua’s 7he /0th of May 1940 celebrates 
the Germans’ opening of the western offensive. The 
leader of the fifteen men crossing the Rhine was seen 
as someone who was beckoning the whole nation to 
follow him with an almost religious gesture. 

An increasing number of war paintings filled the 
walls of the House of German Art. In them the readi- 
ness to fight and to die for the nation was seen as the 
highest virtue. The soldier was shown mostly as the 
glorious victor. The horror of war or even death was 
only rarely portrayed. The National Socialists believed 
it was not the role of art to augment the anguish of 
war. It was the task of art to lead people away from re- 
ality into an emotional dream world: “The willingness 
for sacrifice which fills the whole German people is 
visible in all the works. .. . They are the artistic visual- 
ization of a communal experience, the representation 
of the spiritual attitude of their time.” Paintings that 


could have given an accurate, realistic picture of the 



































social and historical circumstances of a people at war 


were censored by the leadership. The National Social- 
ists kept the realistic language of painting, but they 
restricted its range. The artist was encouraged to 
adopt a polished photographic style but not to use it 
with conviction. Once more the emptiness that stares 
us in the eye when we look at almost any of these 
paintings stems from the artist’s total divorce from 
reality. 

Paintings of the great battles in German history 
glorified the country’s military tradition and justified 
the continuing struggle. Werner Peiner had become 
one of the most prolific battle painters of the National 
Socialist regime. In 1937-44 he created the cartoons 
for his series of large tapestries, four devoted to the 
subject of the falcon hunt, ten to the virtues of 
women, five to the five continents, and the rest to the 
major German battles throughout history. By 1945 only 
five tapestries were finished. They were huge works, 
along Gothic and Renaissance models, commissioned 
by Géring and Hitler for the new Reich Chancellery 
Speer had designed. They were supposed to be the 
building's most significant and impressive decorations, 
launching a monumental modern art form. These his- 
torical subjects gave the German Reich a historical 





context. The description of these tapestries in 1940 
lauded Hitler as the greatest of patrons, who was 
bringing about the renewed flowering of the art of tap- 
estry. This series by virtue of its scale would outshine 
those produced in the Middle Ages. It was the trium- 
phant theme that spoke of the heroic spirit of the 
Reich, and confirmed the rebirth of a vigorous Ger- 
many after the shame of the Versailles Treaty and the 
defeat of World War One 

Ferdinand Spiegel’s 7ank, a giant mural which com- 
bined the modern army with the old Prussian cavalry, 
also celebrated the continuity of battle. The coloniza- 
tion of the past never stopped. The great German 
battle scenes and the representations of warriors from 
previous periods all helped to legitimize the present 
war. The celebration of the precursors of the new Ger- 
many was used to tell the story of those who had 
prepared the ground for National Socialism 

Many artists were selected to become official war 
artists under the leadership of Luitpold Adam, who 
had been a war artist in World War One. At the start, 
Adam's Staffel der Bildenden Kiinste (Division of Vi- 
sual Arts) included forty-five official war artists: 
eventually there were eighty. The quantity of war art 


turned out was enormous. All work belonged to the 


government. It was used for special exhibitions, which 
toured the country. “The Invasion of Poland in Pic- 
German 


‘A Volk at Work 


“The War,” “Northern Land 


tures,” e 
Greatness,” “Painters at the Front,’ 
were all meant to show the cultural and heroic effort 


of Germany undiminished despite adversity and hard- 





ship. Artists were encouraged to create directly from 





their experience of war. The magazines went to great 


lengths to prove that the idea that distance was neces- 


sary for the artist to gain sufficient perspective to 





render a great event was false. The direct and subjec- 
tive experience of war gave their art its artistic stamp 
The fact that the artist was at the same time a soldier 


and no longer a mere observer gave him a special re- 





1 Mathias Padua. The Tenth 
of May 1940 

THE SINGLE EPISODE 
DEPICTED IN THIS IMAGE IS 


OF NO IMPORTANCE, NOR 





WILL ANYBODY MISTAKE THE 


SOLDIERS’ HEADS FOR 
PORTRAITS. THE VIEWER IS 
INFLUENCED BY THE 
MYSTICAL CONTENT RATHER 
THAN BY THE EPISODE OR 
PORTRAITS."—ROBERT 
SCHOLZ 


104 


lationship to the events. “Art is the mirror of the soul,” 


wrote Walter Horn in 1942. “It reflects the character 
and shows if it can master the task of history or if it is 
defeated by it. Only a soldierlike character, filled with 
intense feelings, is able to transmit the experience of 
war in artistic form.”?! 

The works of the war artists were more than per- 
sonal documents; they were the highest artistic 
expression of an experience which involved the whole 
nation. “|They| are documents of the German soul 
Their content and style are signs of the creative 
strength, the philosophical | weltanschauliche| attitude 


and the soldierly spirit The ethical and brave 


ideals of the SS, the highest volkish values, honor and 








faithfulness, find here their artistic representation. In 
this way the visitor not only experiences an art exhibi- 
tion, but conceives a picture of the character of the 
SS wk: fe) 

Not all the work done by the war artists was Na- 
tional Socialist propaganda. For quite a few painters 
to be a war artist meant not to have to fight. With the 
exception of the very fanatical National Socialist de- 
votees among them, much of their work is not any 
different from that of the war artists of other nations 
Many just painted what they saw. although their work 
was not so prominently featured in magazines. Some 


might have secretly made some works which rendered 


the real face of war, but of course they could not have 


been shown. There were many drawings and water- 
colors which simply rendered the life of the soldiers or 
the landscape. There were even pictures which showed 
some compassion for the prisoners and the destroyed 
villages of Russia. But among the many thousands of 
works preserved, there is not one single drawing show 
ing the absurdity of war. The picture one gets from 


these works is of a gentle war, of blonde nurses, com- 





radeship, and friendly faces. It is not a picture of blood 


and tears, of gangrene and death 





THE WORKER 
Labor, which was one of the key words in the National 


Socialists’ vocabulary, was usually represented by the 




















Werner Peiner. Frederick the 
Great at Kunersdorf. Cartoon 
for a cycle of tapestries 

“SINCE GERMANY HAS 
REVIVED LONG-DESIRED 
MONUMENTAL ART, WE ARE 
WITNESSING A RECOVERY 
OF TAPESTRY WEAVING AND 
ITS ELEVATION TO 
MONUMENTAL PAINTING.” 
—JOHANNES SOMMER 


Werner Peiner. Frederick the 
Great at Kunersdorf. Detail 





farmer. There was a notable absence of machine art 


All work was done by brawny arms, tough muscles 
Many paintings were simply an advertisement for the 
strong worker, often indistinguishable from posters 
Sometimes work was seen as a battle, the worker as 
the hero, with his tools symbolizing conquest. The 
problems of modern industrial society did not exist. 
The portrayal of work as a chore, as seen in paintings 
by modern artists like Kathe Kollwitz, is almost totally 
absent. National Socialist artists depicted a world en- 
nobled by hammers and muscles, not a world of 
exploitation and exhaustion; a world of the idealized 
worker, not one of sweat and toil. It seems odd that 
such a highly technological country did not portray 
technology more in its art. Some painters celebrated 
achievements like the Autobahn (Oskar Graf), or the 
great building sites at Nuremberg (Paul Herrmann) 
Where modern industry is represented, it is the factory 
rather than the worker that is shown, or the workers 
are rendered so small that they became just props. 
The miracle of technology and industry alone was to 
be celebrated. 

The representation of the individual man in the fac- 
tory was considered a sign of past liberal times that, 
according to the philosophy of the National Socialists, 
saw a kind of salvation in technology. In 1942, an arti- 
cle entitled “Kunst und Technik” (Art and Technique) 
appeared in Die Kunst im Dritten Reich, which castigated 167 





Ferdinand Spiegel. Tank. Mural 
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even the socialist realist art of the Soviet Union with 
its “mechanical dehumanization, blind adoration of the 
machine, and its crude materialism.’ Both liberalism 
and Communism put technology above man. The Na- 
tional Socialists stressed the fact that behind the 
machines stood the will not of a single man but of the 


people. “The measure of all things is no longer man or 





machine but Volk and community.”3? 

This communal will of the German people was ex- 
pressed in pictures of flaming furnaces, smoking 
chimneys, and howling wharves, the battlefields of the 
workers, where the individual counted for little 

Many paintings represented the community, the na- 
tion: the demonstration of the unity of all people in 
which the individual is part of the whole. In Hans 
Schmitz-Wiedenbriick’s Nation at War, the mother is en- 























Olaf Jordan. Alexej 
Pawlowitsch Bondar, 
Volunteer in 
Germany's Cossack 
Division. 

1944 





Olaf Jordan. 


Two Russian 


Prisoners of 


the Germans. 


1943 





Wolfgang Willrich. ‘Neuberger, Karl 
28388. Eastern Front squad leader 
from Sauerlach, near Munich, 44 
years old, married, 4 children. 
Construction worker. Maternal 


ancestors farmers in Bavaria.” 
Legend on picture 169 
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Arthur Kampf \n the Steelworks. 
“Great German Art Exhibition 
1939" 


























throned like a madonna, in her hands the child and 


the letter from the front. Destiny links the front with 
he Heimat. As the guardian of the nation she sits in 
the middle. She is surrounded by the other compo- 

nents of the nation, as on a stage: the farmer on her 


eft, the worker on her right, and above her head the 





soldier riding under a rainbow into battle. We find the 
jyation again in Georg Poppe's Portrait of the Flihrer. This 





ime the mother looks up to the Fiihrer who is sur- 
rounded by scientists, farmers, and workers. Behind 


him is the military 














Knirr. Hitler 

"THE HARD EYE OF THE 
COMMANDER IS LIKE 
LIGHTNING OR THE FLASH 
FROM A BULLET SHOT.” 
—WILHELM WESTEKER 


Below: 
Walter Einbeck. Hitler 








PARTY PORTRAITS, PORTRAITS OF HITLER 
The so-called Party pictures, depicting top Nazi per- 
sonalities or events, were an important part of art 
production, but they were by no means the overriding 
subject. Elk Eber's fierce SA men, with their armbands 
designed by Hitler himself, were typical. Party mem- 
bers of the SS were also represented, set in seemingly 
harmless landscapes or in the midst of peasant lives 

Portraits of Hitler of course dominated. “The Fuhrer 
is the highest gift to the nation. He is the German ful- 
fillment. An artist who wants to render the Fiihrer 
must be more than an artist. The entire German peo- 
ple and German eternity will stand silently in front of 
this work, filled with emotions to gain strength from it 
today and for all times. Holy is the art and the call to 
serve the people. Only the best may dare to render the 
Fuhrer.”34 

Hitler was often painted full length in order to con- 
vey his divine role (see illustration page 210). A seated 


portrait would look too relaxed and familiar, unless it 


was formal and enthroned. Unapproachable, he was 
never shown at home, in personal surroundings, and at 
ease. In group portraits he always stood out, dominat- 
ing, as in Emil Scheibe’s Hitler at the Front. But 
primarily he was portrayed alone. There was Hitler the 
leader or the head of the army, often authoritative, 
sometimes pensive, gazing into the distance (see Franz 
Triebsch’s portrait, page 21). Fritz Erler pictured him in 
ront of a monumental sculpture making him look like 


a giant. He appeared on stamps (mostly designed by 





Richard Klein). Sometimes he was seen as a friend of 
he family but usually as the icy leader 

Conrad Hommel (see page 105) was Hitler's portrait 
dainter and the Third Reich's court painter in general 
Je painted Hitler in the pose of the Feldherr 
commander-in-chief), the map of the world at his feet, 
ne bunker in the background. Hommel’s portraits 
made wonderful postcards, which were snapped up by 


he millions 





In Hermann Otto Hoyer's Am Anfang war das Wort (In 


ne Beginning Was the Word), a title with strong re- 





gious connotations, Hitler stands on a dais in a dark 


room. Behind him is an SA man with the flag. Hitler is 





the glorification of the National Socialist idea height- 
ened into religion by the title alone. The light over him 


falls on the listener. Hitler is the bringer of light, the 


illuminator 








Above: 
Emil Scheibe. Hitler at 
the Front. 1942-43 


Hermann Otto Hoyer. \n the 
Beginning Was the Word 





ANTI-SEMITIC AND OVERTLY 
DOCTRINAIRE PAINTINGS 


The fine arts were certainly an instrument for the dis- 





semination of National Socialist propaganda, but in 
effectiveness in swaying the masses, they were over- 
shadowed by the mass meetings and the mass media 
which had a much larger audience. While cartoonists 
and filmmakers indulged in orgies of anti-Semitism 
we find very few traces of anti-Semitic propaganda in 
the fine arts. Maybe the notion that the artist created 
lasting works on a higher plane kept such themes at 
arm's length. Adolf Reich's Um Haus und Hof (All Their 
Worldly Goods; see illustration page 279) is a picture 


of the manifestation of greed. A Jewish speculator ap- 





propriates the homestead of an honest peasant couple 
who has run into financial difficulties 

Sometimes the political message was more subtle 
Franz Weiss’s The Seven Deadly Sins (see illustration 
pages 280-81) is a painting very much in the tradition 
of the paintings of the Renaissance. It seems to have 


no political message whatsoever until one discovers in 











the bottom corner the portraits of Neville Chamberlain 
and Winston Churchill as gluttons. After all, art was to 
concentrate on the good, and the good had to be 

beautiful, and consequently there was no place for the 
Jew in it. He would have debased German art just by 


being there 
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THE YEARS OF SEARCH AND PROBING THAT MARKED THE FIRST YEARS IN POWER HAVE BEEN BRUSHED ASIDE. STRONG, PROUD 
CHARACTERS HAVE TAKEN OVER. THE STORM OF SPIRITUAL REVOLUTION HAS WON THE DAY. GRANDEUR OF FORM, WHICH IS AN 
APPROPRIATE ICON FOR OUR ERA, BESTOWS ON SCULPTURE A NEW AUDACIOUS LANGUAGE. THE GIANT SCULPTURES HAVE BECOME 
A SYMBOL OF THE CREATIVE POLITICS OF THE STATE. TOGETHER WITH OUR MONUMENTS OF ARCHITECTURE, THEY PROCLAIM THE 
EVENTS OF OUR TIME FOR GENERATIONS TO COME. PAINTING STILL FIGHTS FOR AN EQUAL PLACE NEXT TO SCULPTURE AND 
ARCHITECTURE. IT REPRESENTS THE EXPERIENCES OF THE SOUL AND THUS CREATES THE EQUILIBRIUM BETWEEN INDIVIDUAL AND 
COMMUNITY, THE HARMONY BETWEEN DAILY HAPPENINGS AND FESTIVE ONES, BETWEEN CLEAR POLITICAL WILLPOWER AND 
ROMANTIC LONGING. THE GIANT SCULPTURES CREATED FOR THE BUILDINGS OF PARTY AND STATE—LIKE THOSE BY THORAK AND 
BREKER—ON THE OTHER HAND, GREW OUT OF A DIFFERENT FEELING. THEIR GROUND IS THE MANLY CHARACTER OF NATIONAL 
SOCIALISM, THE FORCES OF ORDER, COURAGE, AND HEROIC STRUGGLE. —Walter Horn! 
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FN. the first “Great German Art Exhibition” 200 sculp- 
tures were shown. As time wore on, the numbers grew; 
440 works by 237 sculptors were shown in 1940. The 
increasing number of sculptures showed that painting 
was losing ground. This was due not only to the fact 
that Hitler was disappointed with paintings, but also 
because sculpture seemed better able to express the 
National Socialist obsession with race and biology. It 
offered a body language people could identify with 
and on which they could model themselves. Sculpture 
was seen as an enduring faith carved in stone. Paint- 
ing did not have the same suggestive force. Another 
important factor was that art was increasingly viewed 
as a complement to architecture. Frequently sculpture 
and low reliefs were used on and in conjunction with 
buildings, enhancing the idea of architecture as art. 

How much importance the National Socialists as- 
signed to sculpture is further emphasized by their 
desire to let foreign countries know about German 
achievement in this art form. Stung by the many for- 
eign reports that German art had come to an end, 
artists felt prompted to show the art they had the 
most confidence in. Much of the art displayed on the 
occasion of the Olympic games was aimed at foreign 
visitors. For the 1937 world’s fair in Paris the Germans 
devised a large sculptural program, which included not 
only sculptures by the leading artists on the exterior of 
the German Pavilion but also two exhibition halls 











holding their work. Breker, the leading German sculp- 
tor, was asked in 1938 to organize an exhibition of 
German sculpture in Warsaw; it included 130 works by 
37 sculptors 
Destined to be exhibited in public spaces, sculpture 





is more susceptible to political manipulation than 
painting, which is meant primarily for the intimacy of 
the home. Nineteenth-century sculpture also cele- 
brated nationalistic, traditional state-approved values 
such as honor, heroism, and loyalty 

The National Socialists were quick to recognize that 
the traditional role of sculpture gave it power as politi- 
cal message carrier. But the role of sculpture as the 
most visible expression of National Socialist ideology 
called for a new kind of sculpture. The representation 
of humanistic values based on the consensus of so- 
ciety was no longer enough. Sculpture now had to be 


the carrier of specific National Socialist values. Added 





to the inherited codes of “warriors” or “soldiers” were 
“the war,” “the Party,” “comradeship.” 

Many themes expressed in painting also found their 
way into sculpture. Motherhood, the fertile female 
body, the peasant. But it was most of all the virile 
beauty of the male body that dominated sculptural 
output. Modeled on antiquity, the sculptures displayed 
steely masculinity. Hitler claimed that “the present is 
evolving a new type of human being a new type 
which we watched as it appeared in its shining, proud, 
physical strength and beauty, in front of the whole 
world at last year's Olympic Games. This type is the 
symbol for our new age.” Hitler believed that only the 
Germans were called upon to render sculpture its for- 
mer beauty 

The common roots with Greece, the eternal link with 
the past, filled not only the heads of the politicians; 
art historians too did not tire of proclaiming the mes- 
sage of the eternal German art. “Our time is once 
more able to be Greek,” wrote a government spokes- 
man, Wilfrid Bade, in a preface to the book Deutsche 
Plastik unserer Zeit (German Sculpture in Our Time). "At 
this moment, when Germany is overcoming foreign in- 
fluences of a thousand years and is returning to pure 
forms, works are created which are in their maturest 
and noblest examples the equivalents of Greek art.” 

But the new German sculptures were meant to be 


not mere copies of antiquity, but something equal to 
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Francois Rude. The Marseillaise. 
Arch of Triumph, Paris. 1833-36 


it: a Nordic equivalent of the Greek model. The Na- 
tional Socialists left no doubt that these were German 
bodies 

The image of the new man—an idealized male 
nude—became the absolute image of the Fascist hu- 
man being. “The subject is primarily the naked body 
and the portrait. There is no baroque drapery, no the- 
atricality which marks monuments with literary 
themes. These bodies repose in themselves, they do 
not lose themselves in insignificant unsculptural de- 
tails. Their artistic level can well stand up against 
anything done in the rest of Europe.” 

The male nude was tall and broad-shouldered, with 
narrow hips. He represented the ideal of the Aryan 
race, embodying the virtues of the regime: comrade- 
ship, discipline, obedience, steeliness, and courage. It 
was not just an ideal of beauty that the National So- 
cialists postulated but an ideal of being. These 


powerful messengers dictated men’s moral code. "By 
































- embracing the beautiful and the harmonious, art lifts 


» same pure character and race exist. . 





man above himself. Reality is transformed into an 
ideal world; the experience of the individual becomes 
the experience of the whole people. If you have seen 
these works of art, you are bound to feel a nobler 
person.” 

To be naked also meant to be in control and to be 
classless, too. While at the beginning bodies were still 
clad, with the passage of time all was revealed. The 
new man knows no shame because his soul is noble. . 
"We have nothing to hide, we are the master race, 
strong and healthy,” these men were saying. 

They were godlike creatures above reality: timeless, 
eternal, absolute, and universal. “The Ideal of Beauty, 
of antiquity, will be eternal as long as people of the 
The race that 
marks the whole life of a people will also look at the 
arts with special eyes... . Each politically heroic ep- 
och will immediately build a bridge to another equally 
heroic past. Greeks and Romans will suddenly become 
near to the Germans, because their roots lie in the 
race.'4 

For the National Socialists, the naked man repeated 
the classical ideal of the heroic athlete in his natural- 
ness. The Olympic spirit became identical with the 


| German character, the order of antiquity the best bas- 
' tion against the chaos of modern art. Exhibitions of 


Greek sculptures under the title “Sports of the 
Hellenics,” or “Olympia and the German Spirit,” and 


| the big international Olympic art exhibition held in 


1936 in Berlin all promoted this idea, which Leni 
Riefenstahl captured in her film Olympia—Feast of Na- 
tions by skillfully dissolving between naked sportsmen 
and antique statues. In Breslau, 7he Decathlon by Georg 
Kolbe (1877-1947) stood next to a figure of a Greek 
ephebe. 

Everywhere there was the usual assortment of 
discus and javelin throwers, rowers, and runners. The 
link between sports and art was further promoted by 
introducing special courses for artists at the official 
Gymnastic Academy. Organized by the Reich Chamber 
for the Visual Arts, these courses were designed to fa- 
miliarize artists with the bodies of the athletes who 
would be sketched by artists during their exercise. But 
despite all this hankering for naturalism, in sports 
sculpture, too, the presentation of the individual 
sportsman or sportswoman was lifted into the realm 
of universality. They were supposed to represent the 
spontaneity and joyfulness of physical activity. Yet the 
many runners, discus throwers, rowers, and jumpers 


do not transmit any feeling of physical freedom. Each 
muscle, each tendon, had to express strength and 
force. In their disciplined, steel-like bodies they were 
representatives of a disciplined, steely nation. The next 
step, the presentation of the warrior, was only a small 
one. It was always the same basic principle: the cele- 
bration of conquest and victory. The discus thrower 
became the symbol of the dynamic force of the whole 
nation. If an earlier presentation of sport still showed 
the athlete clad and with shoes, the universality of the 
figures demanded now that these garments be shed. 
The only attribute was the spear or the discus, and 
even those were often disregarded. The statues of ath- 
letes which Kolbe, Karl Albiker (1878-1961), Arno 
Breker (1900-1991), and Josef Thorak (1889-1952) cre- 
ated for the Olympic stadium were simply nudes; their 
activity was indicated only by the titles: 7he Athlete, 
The Decathlon, Young Wrestler. “Artists who create 
wrestlers do not want to show an example of how to 
wrestle, but to express human strength and fighting 
nature.”? 

Of course the nudity was chaste, and did not sug- 
gest voluptuous sexuality. "The new generation, 
steeled in exercise and sport, knows more about the 
human body than the previous one. A healthy young 
boy does not think about the steamy studio atmo- 
sphere of the previous century with its genre ‘artist 
and model’ when he looks at the work of Kolbe or 
Breker or Thorak’s interlaced couple. He knows that a 
profound knowledge of the body is necessary to create 
such sculptures,” wrote the art historian Kurt Lothar 
Tank. 

The nudes appear sexual and asexual at the same 
time. They are pin-ups of sexual fantasies. It is surpris- 
ing that a puritanical regime, which put homosexuals 
into concentration camps, would celebrate the nude 
male body to such an extent. This was but one of 
many contradictions in the National Socialist aesthetic. 

Specific personal values were elevated to universal 
ones. Nudity lifted these figures into a classless and 
timeless realm. Their attributes too were timeless, the 
sword rather than a pistol or gun, which could be his- 
torically dated. 

The public display of sculpture and the enormous 
publicity its creators received explains why, even to- 
day, the names of the leading sculptors of the Third 
Reich are more familiar to us than those of the leading 
painters. 

Sculptors in many periods have found their inspira- 
tion in Greece. At the turn of the century many 








Adolf von Hildebrand. 
Youth. /884 


Opposite: 

Fritz Klimsch in his studio 
"GERMAN LIKE ALL WORKS 
BY KLIMSCH, BUT A NEW 
BREATH INSPIRES THE 
WORK, A NEW AIR AND 
ATMOSPHERE EMANATES 
FROM THESE STRONG AND 
PROUD LIMBS, EXPRESSING 
A VAST, DEEPLY STIRRING 
LONGING,”— ULI KLIMSCH 


German sculptors had looked to antiquity. The classi- 
cal ideal as preached by the sculptor Adolf Hildebrand 
in his book The Problem of Form in the Visual Arts, which 
was published in 1893, had a wide-ranging influence 
on German sculptors. Many of them, Adolf Wamper 
(born 1901), Willy Meller (born 1887), Kurt Schmid- 
Ehmen (1901—1968), and Anton Grauel, who all worked 
under the influence of Hildebrand, were easily adopted 
by the National Socialist art scene. The enormous de- 
mand for public sculpture prompted the Fuhrer to 
commission many monuments from these artists. Only 
those who were considered too modern, like Gerhard 
Marcks, were rejected. 

At the beginning of this century there were very few 
modern sculptors. Since abstraction developed much 
later in sculpture than in painting, relatively few sculp- 
tures of the earlier period had to be declared 
“degenerate.” The National Socialists also banned the 
work of Rudolf Belling (1886-1972), Ernst Barlach 
(1870-1938), Wilhelm Lehmbruck (1881-1919), and a 
few others. Their elongated forms or rough surfaces 
were considered “un-German.” In this context the work 
of Rodin was out, while Maillol’s sculptures won much 
praise. 

Many of the leading sculptors the National Socialists 
accepted were prominent artists before Hitler came to 
power. Fritz Klimsch (1870-1960), Georg Kolbe, Rich- 
ard Scheibe (1879-1964), and even Josef Thorak were 
popular in the twenties. Although at the beginning of 
the regime Kolbe was attacked because he had done 
monuments to the Jewish poet Heinrich Heine and the | 
Jewish statesman Walther Rathenau, Scheibe shared 
the same fate because of his monument to the Social- 
ist Friedrich Ebert for the Paulskirche in Frankfurt. But 
both sculptors were soon allowed into the fold. 

The works of Kolbe, Klimsch, and Scheibe were seen 
as the best examples of the realist School; they worked 
in the tradition of Maillol, which was widespread in 
Germany. The National Socialists embraced their work 
because, as a leading art historian put it: “We know 
that we owe to these three masters the salvation of a 
strong German form in the midst of decadence.” 

Like the painters, most of the honored sculptors be- 
longed to the older generation. Klimsch was already 
sixty-three years old when Hitler came to power, Kolbe 
fifty-six, and Richard Scheibe fifty-four. After 1933 their 
work showed a heroic and monumental tendency, but 
on the whole it remained lyrical and expressive. The 
impressionistic modeling of the surface did not blend 
easily with the smoothness of the architecture that 
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Georg Kolbe. Ring of statues. 
Rothschild Park, Frankfurt-am-Main 


Richard Scheibe. 
Standing Female 


Georg Kolbe. Commemorative 
memorial. Stralsund. 1935 
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was the ultimate setting of these sculptures. Neverthe- 


less, the sculptors continued to work, and the National 
Socialist state became one of their great sponsors 

Kolbe's role during this period is ambivalent. His 
work fitted very neatly into the National Socialists’ pre- 
conceptions, but he refused to be drawn into the 
monumental tradition. He remained on the human 
scale. Unlike Breker and Thorak, Kolbe could never be- 
come an official artist of the Third Reich; his work was 
too private. However, Klimsch’'s work was easily ab- 
sorbed into the official program. He was a favorite of 
Hitler. Klimsch nudes stood in almost every town, and 
in 1942 a large exhibition of his work was sent to the 
Venice Biennale 

Another case of absorption was that of the south 
German Josef Wackerle (1880-1959). He became one of 
the most popular sculptors of the regime. His work 
decorated the National Socialist leadership's com- 
pound in Obersalzberg and many facades of official 
buildings in Munich. 

Originally Wackerle was not a monumentalist. From 
1906 to 1909 he directed the Nymphenburg Porcelain 





Manufactory. Although he worked in the tradition of 
the Munich school with its baroque elements, he too 
fitted easily into the new cultural programs. His first 
monumental sculptures—two horsemen—were created 
for the Olympic Stadium in Berlin in 1935. An interest- 
ing compromise with the regime can be seen in his 
Neptune Fountain in Munich. The horse and the triton 
are carved in the Baroque tradition but the figure of 
Neptune is brought up-to-date: a young heroic man, 
the idol of the new era 
In sculpture, as in the other arts, the year 1936 
meant a consolidation of the National Socialist aes- 


thetic. Any impressionistic rendering or lively surface 





was shunned in order to harden the style. With in- 
creasing monumentalism the traditional materials of 
wood and stone gave way to the smoother and more 
precious bronze. “The visual arts have returned to sim- 
plicity and to naturalness, and therefore have returned 
to truth and beauty,” wrote Albert Speer in a preface 
to the book Deutsche Plastik unserer Zeit. 

The appetite for sculpture as the perfect propaganda 


tool was voracious. More and more sculptors allowed 
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themselves to be yoked to the National Socialist cart Josef Wackerle. 
Neptune 


Fountain. 
uments in Munich, ranging from a figure group, Munich. 1937 


Bernhard Bleeker (1881-1968) had created many mon- 


Sleeping Soldiers, to fountains, from oversize lions to na- 
ked youths. During the National Socialist period he 
also created many portraits of Party bosses 

Karl Albiker, whose sculpture was influenced by 
Maillol, worked in Dresden. Beginning with small 


sculptures, he more and more opted for the monu- 




















Anton Grauel. mental scale as he came under the sway of the Karl Albiker. 


gine. £930 National Socialists. For the Berlin Olympic Stadium he con at 
created the Discus Throwers and the Relay Runners Oniiohe. 


A student of Scheibe, Anton Grauel also moved from Stadium, 
‘ Berlin 
small works to monumental sculpture, portraying 

mothers and children and soldiers. Ferdinand Lieber- 


mann, after studying in Paris and Rome, made 





portraits of Hitler and Rosenberg. Arnold Waldschmidt 


(1873-1958) was a military officer who came late to 




















Opposite: 
Fritz Koelle. Miners. Detail 


Fritz Koelle. Miners 


Below, left to right: 
Ernst Kunst. Knife Sharpener 


Otto Winkler. |ronworker 


Willy Meller. Commemorative 
Memorial, Diilken 


sculpture. The National Socialists were quick to com- 
mission him to make monuments to the German 
soldier. Some sculptors, like Otto Winkler, Ernst Kunst, 
and most of all, Fritz Koelle, specialized in bronze fig- 
ures celebrating the heroic worker 


Sculptures of workers were relatively rare, however. 





Sometimes half-clad, undressed as opposed to the 
nudity of the godlike hero, they usually carried the in- 
signia of their trade. The absence of industrial workers 
was the logical result of the National Socialists’ idea 
that the worker should be seen as an artisan, linked 
with medieval craftsmanship, thus saving him from the 
image of the urban proletariat 

The demands for monumental sculpture increased; 
the new stadiums and public squares required more 
and more giant works. Besides Breker and Thorak, 
Willy Meller, Adolf Wamper, and Kurt Schmid-Ehmen 
were called on to create monumental works. Wamper 
created many of the monumental figures in front of 
Party buildings: /carus, in front of the Aviation House 
in Berlin; 7he Genius of Technology, Hercules with Hydra, 
and the giant figures like Agriculture and Industry or The 
Genius of Victory for exhibition halls in Berlin. Willy 
Meller created the large eagles, the carrier of the flame 
for the Ordensburg Vogelsang (the school for lead- 
ership training in Vogelsang), and the Goddess of Victory 
for the Olympic Stadium in Berlin. Schmid-Ehmen, a 
pupil of Bleeker, was commissioned to sculpt the war 


memorial for the Feldherrnhalle (Memorial Hall) after 





a project by Troost. The work, nearly twelve feet high, 
was officially unveiled in 1933. Schmid-Ehmen’s official 
career was assured. He never stopped making eagles: 
for the Party buildings in Munich, the new Chancellery 
in Berlin, the House of German Art in Munich, the 
Party Congress Grounds in Nuremberg, and for the 
crest of Speer’s German Pavilion at the 1937 world’s 
fair in Paris (see illustration pages 246-47). For the 
Zeppelin Field in Nuremberg he made the figures Faith, 
Fight, Sacrifice, and Victory, spelling out the four aspects 
of the National Socialist mission 

Female sculptures were also created in abundance, 
although they were mostly on a less monumental scale 
than their masculine counterparts. If the statues of 
men broadcast vitality and strength, those of women 
were always full of erotic promises. As in painting, the 
women were always “blossoming,” “flowering,” and 
“young,” and appeared in a lying, sleeping, or walking 
position. The iconography was always the same: the 
representation of woman made by and for man, deter- 
mined by her biological function. She was the 
fulfillment of man's desire. But the study of these 
women reveals nothing natural. What dominates is a 
forced body style, artificial poses, and affected 
eroticism 

Antiquity and mythology furnished the themes 
There were Venus, Olympia, Diana, Flora, Daphne, 
Leda, Europa—goddesses of fertility or the female 
erotic—as well as the lovely Galatea, just as the men 
were always gods of titanic strength and ecstasy— 
Zeus, Prometheus, Apollo, Mercury, and Dionysus, a 


Fascist Olympus forming a link between the Third 
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Reich and the gods. All this was meant to ennoble the 
art of the Third Reich and endow it with a spurious 
continuity by giving it an eternal validity. It also 
helped to convey a picture of man that had nothing to 
do with reality. The presentation of a naked body was 
not enough; it had to be lifted into universal truth, 
into the symbol. While painting at least attempted to 
give a feeling of reality by depicting everyday happen- 
ings, sculpture freed its human beings from any 
earthbound link. Of course, the frequent use of alle- 
gorical figures also allowed artists to paint nudes in 


fairly erotic situations. In using a well-established pic- 
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torial tradition, they did not offend the much-touted 
decency of the German woman 
Small sculptures in porcelain, plaster, or bronze also 
were popular. They were considered part of the tasteful 
middle-class apartment 
Portraits too found many buyers. Besides the nu- 


merous Hitler busts, there were those of the leading 





personalities of the movement. The idealized head was 
also shown in young girls and women and in deter- 

nined, fighting men 
Animal sculpture flourished, from the quaint domes- 


tic representations of the deer and the cat to the 





ighting eagle and the untamed horse. The taming of 
nature was symbolized by numerous statues of men 


dominating wild horses. Many National Socialist sculp- 





ors took up this old motif of the horse tamer of 


antiquity—Wackerle for the Olympic Stadium and 





Thorak for his giant 60-foot-high statues for the Olym- Josef Thorak had learned pottery in Vienna. After 





pic Stadium decorating the king's castle, he began to make a name 
The most famous of all National Socialist sculptors for himself as a sculptor. Before 1933 he lived in Berlin 
were Arno Breker and Josef Thorak. They became the and had many Jewish patrons. The distinguished art 
official state artists, the exponents and inventors of historian Wilhelm von Bode, director of the Berlin mu- 
the official National Socialist style. Both were offered seums, wrote a famous monograph about him, and the 
many public honors, and the number of commissions Municipal Collection of Berlin purchased a work of his 
they received for public buildings was phenomenal in 1928, The Pious. It was Alfred Rosenberg who made 
Their prestige and their rank put them far above any Thorak one of the attractions of National Socialist art 
other sculptors of this period, outdoing Wackerle in theory by giving him an exhibition in 1935 in Berlin, in 
their size and vulgarity which monuments Thorak had created for Turkey were 














Gustinus Ambrosi. Diana 

‘NOT THE HAPPY HUNTRESS 
OF THE GODS, BUT THE 
YOUNG FEMALE MOVING 
WITH RADIANT HAPPINESS, 
VICTORIOUSLY AWARE OF 
HER PERFECT BODY. AN 
INNER QUALITY SEEMS TO 
HAVE BEEN ACHIEVED 
WHICH MEASURES UP TO 
THE CLASSICS.”"—WERNER 
RIEMERSCHMIDT 
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Josef Wackerle. Horse Tamer. 
1936. Olympic Stadium, Berlin 
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The javelin thrower. Still from Leni 
Riefenstahl’s film Olympia— 
Feast of the Nations. 1/936 








shown. The critics were quick to point out the change 


that had come over Thorak's work. His personal and 
impressionistic style had given way to sculptures in 
which “the powerful and strong is expressed,” and the 
widening of his subject matter had “led to a 
monumentalism.”© 

In 1938 the state gave Thorak a huge studio in Bald- 
ham, near Munich, designed by Albert Speer. In it he 
worked on 65-foot-high models for his giant sculp- 
tures, destined for the Nuremberg stadium (see 
illustrations pages 242-43). A widely shown documen- 
tary film depicts the master at work, using a live horse, 
which easily fitted into his studio. We see Thorak, “the 
master of the largest studio in the world,” dwarfed by 
his own plaster models, like the Horse Jumping— 


creations that reached nearly 60 feet up. “Colossus af- 





ter colossus awaits its final version in stone,” 
pronounced the pompous film commentary,” abetted 
by heavy music. Most of the giant sculptures were first 
modeled in clay and then enlarged in plaster. In most 
cases the war prevented casting of the final version, 
which was supposed to have been in bronze 

In 1941, in the House of German Art, Thorak exhi- 
bited a work called Couple, depicting a man anda 
woman. The title indicated the universality of its mes- 
sage: it was the ideal Fascist couple, not lascivious, 


but tender, ready for action. Love should not be al- 





Above: 
Josef Thorak working on a model 
of Goddess of Victory 


lowed to distract the man from his task of fighting for 
the nation. The art historian Kurt Lothar Tank had this 
to say in Deutsche Plastik unserer Zeit: “if Rodin's figures 
overflow with sensuality, Thorak’s figures expressed 
something else here is no sensual desire. The fig- 
ures are, so to speak, chaste, yet there is happiness, 
Left: 

Josef Thorak. Couple 
“HEIGHTENED AND 
SENSITIVE CREATIVITY. 
THE HIGHEST AND BEST 
SPIRITUALIZATIO! 
EXPRESSED IN A MOVING 


AND SHY GESTURE AND 
POSE.”—WERNER RITTICH 


the fulfillment of our life. It pervades the whole sculp- 
ture.” Thorak's 7he Judgment of Paris, made for a 
fountain, expressed all the demands for an ideal 
beauty and a readiness to conceive offspring 

Thorak also designed the huge Monument to Work to 


be erected on the Reichsautobahn. The universality 





and symbolic nature of the project was underlined by 
Tank: “The essence of the Germans is work. Here we 
see five people pushing a huge stone but they are not 
five individual people, five insignificant slaves. They 
are five human beings, united through work. They are Opposite: 
The Largest Studio in the 
World. Drawing by Hans Liska 
of Thorak's studio. Berliner 
Wllustrirte Zeitung, 1938 


doing this work for the whole Volk.” Once again art had 


to show that only by becoming a mass can individuals 





gain any significance 
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Hitler's initial love for Thorak’s work soon began to 
pale beside his regard for Arno Breker. Breker, who was 
born in Wuppertal, had learned his craft in the studio 
of his father, a stonemason and sculptor. He then 
studied at the Diisseldorf Academy under the sculptor 
Hubert Netzer and the architect Wilhelm Kreis. Breker 
also went to Rome, where, together with Ernst Stein- 
mann, the director of the Bibliotheca Hertziana, he 
worked on the restoration of Michelangelo’s Rondanini 


Pieta, which the artist himself had partially destroyed. 





Josef Thorak. Monument to 
Work. Reichsautobahn 


In Rome, Breker met Joseph Goebbels for the first 
time. From 1927 to 1933 he lived in Paris. At that time 
the influence of Maillol and Rodin became evident in 
his work, which included sensitive drawings and some 
fine sculptures. But as time went by individual traits 
and anatomical details were abandoned, and Breker 
opted for a smoother surface 

A flowery and very telling commentary to the 
change in Breker's style from the more impressionistic 


rendering of his early work was given in a widely dis- 














Arno Breker and Albert Speer during a sitting in Breker's studio 


tributed documentary film. Making much use of 

bombastic music, the camera tracks through Breker’s 

studio, passing his early portraits, lingering on the 

casts for the statues for the Reich Chancellery (see il- 

lustration pages 256-57), and ending with a close-up 

of his portrait of Hitler. “The early heads are marked 
by an uncompromising penetration into every detail of 
the face. Every thought is revealed, every individual 
trait has been captured with unfailing determination. 
Only a change in the philosophy of the artist could al- 
iter his passionate search for the subjective. A change 
that would lead to a form which showed what is gener- 
ally valid rather than what is individual. Force has 
replaced sensitivity, hardness the fluidity shimmering 
in the light.” And while the camera brings up the stern 
profiles of his warriors and heroes, the commentary 
continues: “Everything that moves and deeply con- 
cerns our entire people is expressed in these heads 
This head . . . does not tell the story of an individual: 
it says: ‘| am the concentrated strength of man! | am 
anger against cowardice! | hate the enemy of my peo- 
| ple. YOU SHOULD BE LIKE ME!’" And finally ending 
| on the Hitler bust, with the music reaching a cre- 
scendo, the voice reaches its final pathos: “The images 
have changed, the face of the moment has become 
THE MONUMENT. Times are hard and the sword de- 
_ cides the vital questions of the people. The work of the 
‘artist has become a political confession.”8 Here is ev- 
erything that marked the art theory of the National 
Socialists, the raison d’étre of their art, its political aim 
and context and the constant invitation to the 
onlooker to identify with the images paraded before 
him. 

Breker's monumental reliefs Comradeship and The 
Avenger were exhibited in two consecutive years, 1940 
and 1941, in the House of German Art. Numerous re- 
productions were distributed also in the occupied 


foreign countries, a sign of the importance of these 





GERMANS. EPOS OF 
TIMELESS AND TIMELY 
GERMANIC-GERMAN 
CHARACTER.”—WERNER 
RITTICH 


Arno Breker. Comradeship. 
1938. Model 

“EMBODIMENT OF VIRTUES 
AND QUALITIES THAT 
EXPRESS THE VALUE OF THE 





works for the National Socialist propaganda machine 
They were part of a sculptural program which would 
eventually provide twenty-four giant reliefs. Breker's 
monumental reliefs were not only telling examples of 
the new sculptural style; “the devastating effect of 


these works lies in their ali-embracing symbolic im- 





port,” wrote Dr. Werner Rittich in the magazine Die 
Kunst im Dritten Reich.? By this he meant that these 
works expressed the heroic will to fight and the readi- 


ness to be sacrificed, two qualities which became 





Arno Breker. Warriors Departure 


more and more necessary in a time of losing battles 
The two stone reliefs that visitors to the “Great Ex- 
hibition of German Art" saw were only a “small” 
version of the planned final version. Small in National 
Socialist terms meant 16% feet. The final reliefs, in 
ereen granite, were intended to be twice that size. To- 
gether with the twenty-two other monumental reliefs, 
they were destined to decorate a giant building to be 


erected along the East-West Axis in Berlin. The axis 








was eventually to display eighty reliefs. Measuring 
over 50 feet high, Breker's works would force the 
onlooker to look up at them: a gigantic row of pictures 
all celebrating the heroic virtues of the German race. It 
was hoped that the exaggerated and overdramatic ex- 
ecution of the relief would attract the eye from far 
away 

The plans for the giant building were kept secret, 
but the public was informed about the gigantic task for 
the sculptor. Plaster models three feet high were made 
in Breker's studio for the other reliefs—in a scale of 
1:10. They included 7he Flag Bearer, Awakening of the 


Homeland, with the figure of a woman, describing her 
role in accepting the sacrifice of men; The Caller, taking 
up once more the theme of the torchbearer;, Warrior's | 
Departure, a figure with a sword; Vengeance, The Sacrifice, 
a picture of a fallen soldier, Domination, and finally 
Destruetion—the whole gamut of the philosophy of the 
Third Reich, deeply embedded in a deadly war that 
prevented these works from ever being made. All the 
claims of the timelessness of these works, of their mis- 
sion for the future of the Reich, even for the entire 
Occident, were as hollow as the works themselves. 

Under the National Socialists’ influence Breker de- 
veloped an increasingly bombastic style, and with it a 
brutal hardness and a feeling for the triumph of 
strength—although some of his portraits, like that of 
Max Liebermann (1934) and Aristide Maillol (1943) 
still echoed the subtlety of his earlier phase. 





His real break came in 1936 when, in an art compe- 
tition that demonstrated links between achievement in f 
sports and the arts, he won two silver medals for his 
sculptures The Decathlon and Victory, for the Olympic 
Games. For Hitler's birthday in 1937 he was nominated 





Arno Breker. Richard Wagner. 194] 

















Arno Breker. Readiness. “Great German Art Exhibition 1939" 


“Official State Sculptor,” which entailed not only a pro- 
fessorship, but also the gift of a giant studio (which 
had previously belonged to the sculptor August Gaul) 
Breker employed forty-three people, among them 
twelve sculptors. Hitler also paid large sums for the 
restoration of a castle in which Breker lived, and for a 


second studio, which employed over a thousand peo- 





ple. Accommodation for them and a church and school 
were also planned 

Breker's honors were numerous and included a Mus- 
solini Prize and a large exhibition in occupied Paris in 
1942. His bust of Wagner stood in the Berghof. In 1938 
he was commissioned by Hitler to sculpt two bronze 
figures for the inner courtyard of the Reich Chancel- 
lery. Hitler considered Breker's The Army and The Party 
among the most beautiful works ever made in Ger- 
many. “| have chosen the two pillars upon which each 
state is built, the man of the spirit represented by the 
torch, and the defender of the Reich by the man with 
the sword,” wrote Breker. The figure of the former 


holds a torch which greets the onlooker and invites 





Auguste Rodin. The Age of Bronze. 1876 


him to lend his support. The figure lights the way: it is 
Prometheus. The Army figure holds the sword, emblem 
of victory. They were meant to inspire confidence in 
the two powerful foundations of National Socialist 
society. 

The two sculptures encapsulated the basic aesthetic 
Hitler demanded from this art form. They were also 
supposed to express a longing for eternity. They were 
to inspire admiration and legitimize the system. Every- 
thing about them is idealized: their hair, lips, bodies. It 
is the faultless picture of man modeléd on antiquity 


Everything is noble, even the material, and yet they 





ook hollow and totally artificial. The statues do not 
breathe, do not live 


The title of Breker's Readiness of 1939 implies that 





his is man ready for battle, an impression emphasized 
by the half-drawn sword. The muscles of the legs and 
arms are overemphasized. The hand is forceful, de- 
signed to grasp. The interplay between stillness and 
movement in the pose creates a deliberate tension 
that is the result of the contrast between reflection 


and aggression. As in many art works of this period, 





the function of this piece was to divert people’s atten- 
tion from reality and lead them into a dream world in 
which work and love, battle and achievement were 
formed into a new popular myth. 

The National Socialists hoped that the extreme de- 
tails of rendering and its enforced realism would 
seduce the onlooker to identify himself with the fig- 
ures and what they stood for. And yet we have no idea 
what they feel or think, only what they represent. If we 
look ata figure of antiquity we can see the living im- 
age of a person; individuality is clearly visible. The 
gesture is natural. It emanates from feelings we can 
understand. The National Socialist figures strike a 
pose. A gesture is personal, a pose is synthetic, im- 
posed from the outside. The frozen pose became the 
ideal instrument of political indoctrination, the elim- 
ination of personal freedom. It explains the feeling of 
unreality and deceit which we experience when we 
look at these statues. How could people have thought 
that these figures represented real persons, real living 
beings? 

The forced and tortured poses of Breker's and 
Thorak’s figures look even more artificial if one com- Wy 
pares them with nudes by Auguste Rodin. Rodin’s aim 





was to visualize feelings which came from within. Ev- 
erything about them is full of infinite possibility and 
of yearning; they are human and warm. Breker's 

statues are cold and self-contained. In short, they radi- | 
ate a superbly tailored lifeless perfection. These | 


statues are merely the messengers of a program im- 





Arno Breker, Warrior, above a door in the round 
room in the Chancellery, Berlin 














Arno Breker in his studio with a delegation of French artists, November 26, 1941 


posed on life. Their attributes, like the sword or the 
torch, are interchangeable. They are like coat hangers 
on which symbols have been hung. In Rodin each ges- 
ture is dictated by an inner necessity 

Breker was asked to design many sculptures for the 
new Berlin, most notably a huge square with a foun- 
tain in the middle of which two jets of water were to 


rise 100 feet into the air beside a giant statue of 





Apollo 20 feet tall 

Breker's figures became increasingly filled with 
empty rhetoric; musclemen of iron with grim expres- 
sions (Breker's model was the athlete Gustav Stiihrk) 
This was not an ancient Greek idol, but a muscleman 
The sinewy bodies, trained in the gym, bursting with 
energy, represented the new ideal. All Breker’s sculp- 
tures seemed to be destined for the sports field or the 
swimming pool. His statues expressed nothing except 
tension and wrath. The sound of empty pathos and its 
boastful brutality says much about the spirit of the 
whole regime. It was a far cry from the humanity of the 
antiquity they tried to emulate. Breker’s statues were 


images of masculinity and power. Their aim was to se- 


duce the young German into becoming a fighter and 
to identify with a carefully planned ideal of omnipo- 
tent manhood. For this, intellectual probing or 
doubting was not required. Taken out of their political 
context, these figures look ludicrous 

In April 1942, during the occupation of France, the 
German government staged an Arno Breker exhibition 
in the Orangerie in Paris. For this occasion Jean Coc- 
teau wrote an enthusiastic introduction in the 
exhibition catalogue, apotheosizing Breker “because 
the great hand of Michelangelo's David has guided you. 
In the fatherland where we are compatriots you speak 
to me about France."!° The French sculptor Charles 
Despiau, whom Breker knew from his earlier years in 
France, also wrote a sympathetic book about the Ger- 
man sculptor 

Breker's exhibition included quite a few of his earlier 
works, to show, as the German press pointed out, the 


change that had come over this artist due to the new 








his latest sculptures 





philosophy. There were many o 
Comradeship, Prometheus, Dionysus, Readiness, Daring, and 


others 





Arno Breker working on Prometheus 


Die Kunst im Dritten Reich put out a special edition, 
with color reproductions of Breker’s work, boasting of 
the tremendous success of the exhibition, which al- 
lowed “the Parisian art world to study the art will 
| Kunstwollen| of the new Germany.”!! The exhibition 
was highly publicized by the special propaganda de- 
partment installed in Paris to monitor the art world in 
France. 

Abel Bonnard of the Académie Francaise opened the 
show. A year earlier, at the instigation of Hitler, a dele- 
gation of French artists had, in the limelight of the 
oress and the newsreels, visited Breker and Thorak in 
heir studios. In the delegation were Despiau, André 
Junoyer de Segonzac, Henri Bouchard, André Derain, 
Kees van Dongen, Othon Friesz, and Maurice Vlaminck 
The-National Socialists extracted the maximum in pub- 


icity from this visit. It gave them much-needed 








international legitimation. On his return, Bouchard, 


the French sculptor and director of the Ecole des 





Beaux-Arts, wrote 


The German state wants the well-being of the artist. He shall no 
longer suffer from the critics... . The care of the state also ex: 
tends to his personal life. Well-known artists and sculptors like 
Arno Breker in Berlin and Thorak in Munich have been given 
large studios in order to fulfill state commissions for monuments 
which represent a gigantic and heroic humanity. . . . In this way 
a great country honors its artists and their work, its intellectual 
culture and the dignity of human existence$ It has recognized the 
value of art as a historical necessity.!2 


The trip created much ill feeling after the liberation 
of Paris, and the participants had to defend them- 
selves against the accusation of collaboration. 
Nevertheless, after the war Breker sculpted the heads 
of Jean Cocteau, Ezra Pound, and Maurice Vlaminck, as 
well as Céline, Henri de Montherlant, Serge Lifar, Jean 
Marais, Salvador Dali, Konrad Adenauer, Ludwig 
Ehrhard, the art collector Peter Ludwig and his wife, 
and many of the members of the Wagner family. Breker 


was consistent in his choice of sitters, who were 














largely drawn from the right-wing establishment and 


| the collaborators. 


Breker bought many of his remaining sculptures in a 
private auction in 1961. For the rest of his life, another 
thirty years, they stood in his garden near Diisseldorf. 
The sculptures which were exhibited in the Orangerie 
in Paris in 1942 had remained in France. Confiscated 


as enemy property, they were sold by the famous 


French dealer Durand-Ruel. As an ironical postscript 
one might mention the fact that some of Breker's gold- 
painted figures still stand in a Russian military sports 
field in the former East German Republic. Another one 
stands, brought up-to-date by Breker himself, outside a 
hospital in what was West Germany. This raises the 
questions of the interchangeability and emptiness of 


' Breker's message. !? 


Under National Socialism the stone relief flowered. 


| Like the large wall frescoes, the mosaics, and the many 


new fountains, it was meant to show the renewal of 
old traditions and forms. Fusing sculpture to architec- 
ture and giving it a function was also seen as a visible 
battlecry against /’art pour l'art tradition. The scenic sto- 
rytelling possibilities of the reliefs were widely 
exploited. All the monumental sculptors of the Olym- 
pic Stadium were commissioned to make stone reliefs. 
There was hardly a new building, from banks and in- 
surance companies to ministries and hospitals, that 
did not feature stone reliefs. 

One of the largest was Soldiers by Arnold Wald- 
schmidt (see illustration pages 176-77), for the 
so-called pillar hall of the Reich Aviation Ministry 
in Berlin. The large pillars formed niches, which Wald- 
schmidt filled with a row of marching soldiers. There 
was a storm troop, guards with a band, the leader on a 
horse taking up the central position, and a troop of 
flag carriers. It was begun in 1937 and finished in 
194]. “In its contents, composition, and rhythm this 
work is the presentation of the soldier-like, disciplined 
Prussian spirit,” said Die Kunst im Dritten Reich in Janu- 
ary 1941. 

Of course, not all sculpture reflected the same 
empty rhetoric as that which characterized the later 
works of Breker and Thorak. Scores of artists were se- 
duced to create monumental works for the sports 
arenas in Berlin and Nuremberg and for the new pub- 
lic squares in front of new official buildings. Although 
Kolbe, Scheibe, and Klimsch, too, especially Klimsch, 
fell into the trap of presenting “Aryan types” rather 
than human beings, many of their works can stand up 
well to the figurative sculptures in other countries. 


Josef Wackerle’s Horse Tamer in the Olympic Stadium in 
Berlin is a very good example of the monumental 
sculpture of the 1930s. 

In 1934 a special decree was issued requiring the 
use of sculpture on all public buildings. Sculpture was 
to be taken out of the elitist confines of the museum 
and placed in public squares and sports fields. Sculp- 
ture was either fused with the building, in the form of 
reliefs placed in a predetermined space on top of the 
building, or displayed in front of a smooth wall. Many 
statues were conceived with an architectural framework 
in mind. They are frontal, with no attempt made to re- 
veal them from any other angle than head-on. 

For the long facade of the House of German Art, 
with its twenty-two pillars, the architect Paul Ludwig 
Troost had planned to fill the twenty-one intervals 
with statues—which certainly would have enlivened 
the facade. For the Great Hall planned to go in front of 
the Reichstag in Berlin, Speer had also planned an ex- 
tensive sculptural program which would fill a pillared 
chamber. Hitler's own sketches show that most build- 
ings were to be adorned with statues and reliefs. The 
wide display of sculptures in the Olympic Stadium in 
Berlin gives an idea of the kind of program planned 
The entire area is peppered with gigantic sculptures, 
making it something like a sculpture garden. Sport, 
mass assembly, and art were thus fused to bring the 
message home. 

The competition for the decoration of the sports 
fields was an open one. There were of course Breker's 
work for the House of German Sport and Thorak’s Fight: 
ers and a Hitler bust, this last by special request of the 
Fiihrer. The rest of the many works ranged from 
Wackerle to Kolbe. 

The Olympic Stadium is one of the few remaining 
complexes where one can still get an idea of some of 
the big sculptural projects. Among those standing to- 
day are: Karl Albiker's Relay Runner and Discus Thrower. 
Willy Meller’s Goddess of Victory, Adolf Wamper's reliefs, 
and Breker's Victor and decathlon figure. But on the 
whole, not many of the sculptures survived. The Cus- 
tom House in Munich has only a few smaller figures, 
mostly portraits of Hitler and other Party bosses. Many 
of the monumental works were never cast, and the gi- 
gantic plaster models that populated the studios of 
Breker and Thorak were destroyed. Only the two docu- 
mentary films of Breker's and Thorak's studios bear 
witness to the megalomanic undertaking. The monu- 
mental sculptures by Willy Meller in Vogelsang are still 
there, but much damaged. Still intact is Wackerle’s 











Neptune Fountain in Munich. Some of the representa- 
tions of eagles can still be seen in parks or on houses, 
often with the National Socialist insignia removed. 

For Nuremberg, too, a huge sculptural program was 
planned. Thorak had been commissioned to produce 
several large groups for the Luitpold Arena and the 
| Marzfeld (a military review field). Some of the statues, 
many still only the original plaster casts, which were 
» shown in the official exhibition at the House of Ger- 
man Art, were destined for Nuremberg. Schmid- 

_ Ehmen’s life-size gilded statues of Female Nudes were 
meant to adorn the Hall of Honor together with two 

' Breker statues, Victory and Battle. It is typical of the in- 
terchangeability of messages that the two Female Nudes 
were later renamed Faith and Honor. The sculptural pro- 
» gram continued, but time, money, and most of all, 
talent were missing. For the time being the eagle and 
swastika had to suffice. 

The importance of sculpture to architecture can be 
seen in the German Pavilion that Albert Speer built in 
Paris for the 1937 world’s fair. Thorak's two large 
groups in front of the pavilion, 7he Family and Comrade- 
ship, form a triangle with Schmid-Ehmen’s eagle on 
top of the building (see illustration pages 246-47). 
They not only complement the architecture but they 
also broadcast a political message, the prime virtues 
of the regime: the eagle is the symbol of power. A 
third statue by Kolbe, Spirit of Proclamation, gives the 
building a religious flavor (in German the same word 
is used for “proclamation” and “annunciation”). As in 
so many of the regime's buildings, sculpture and archi- 


Josef Thorak’s studio with plaster models of the monumental 
sculptures for the Mars Field in Nuremberg 


tectural decorations like pillars and braziers gave the 
building a pseudo-religious aura, which in this case 
camouflaged a trade fair, selling German technical 
prowess 

Right up to the end of the war sculptors continued 
to turn out figure after figure depicting the same te- 
dious subjects. With art criticism successfully 
eliminated, a commentary in a film about an exhibi- 
tion of sculpture would go like this: “The young man 
rides in noble dignity on his amphibious horse. The 
sower sows the corn. The warrior, his arm lifted in sor- 
row, mourns the passing of his dead comrade. The 
orator convinces with the power of his word. It is the 
task of the artist to proclaim manly strength and 
manly attitude and to reveal the beauty and soul of 
the woman. The works that bear witness to the creativ- 
ity of German artists are documents of our being 
|Wesen|, for which we fight."'4 The commentary did not 
even bother any longer to mention the name of the in- 
dividual artist; he and his work had become mere 
carriers of messages. In the same way, the sculptures 
were no longer mere works of art; they had been ele- 
vated to symbols. “The symbol is the highest and the 
most difficult and therefore the proudest task of art. 
Here, it is no longer enough for the artist to portray 
the deep feeling of a slice of life, to let his fantasy 
loose, to create a dreamlike world. Here he has to find 
the most economical, meaningful expression of the 
thoughts and feelings of his Volk. Not just the repre- 
sentation of any figure taken from reality, but the 
creation of a figure that is the ideal image of the peo- 
ple.”'> There was no room for any critical intellectual 
discussion in an art which had been made into a 
pseudo-religious credo. 
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DIVINE DESTINY HAS GIVEN THE GERMAN PEOPLE EVERYTHING IN THE PERSON 
OF ONE MAN. NOT ONLY DOES HE POSSESS STRONG AND INGENIOUS STATESMANSHIP, 

NOT ONLY IS HE INGENIOUS AS A SOLDIER, NOT ONLY IS HE THE FIRST WORKER AND THE FIRST 
ECONOMIST AMONG HIS PEOPLE BUT, AND THIS IS PERHAPS HIS GREATEST STRENGTH, HE IS AN ARTIST. 
HE CAME FROM ART, HE DEVOTED HIMSELF TO ART, ESPECIALLY TO THE ART OF ARCHITECTURE, 
THIS POWERFUL CREATOR OF GREAT BUILDINGS. AND NOW HE HAS ALSO BECOME THE REICH’S BUILDER. 


—Hakenkreuzbanner (Swastika Flag), June 10, 1938" 













IH icc: saw himself as the artist of the nation, and 
above all as its architect. He often said that if he had 
not gone into politics he would have become an archi- 
tect. He liked to show off his architectural knowledge, 
often drawing details of buildings, facades, pillars, and 
vaults. 

His delight in the architecture of Vienna—its neo- 
Baroque and Neoclassical buildings—never left him. In 
most of his own drawings he favored a pompous, mon- 
umental style. He read extensively about architecture 
while imprisoned in Landsberg, and his private library 
contained quite a few books and magazines on the 
subject. He also had an extraordinary memory for ar- 
chitectural details and often astonished his associates 
with his extensive knowledge of buildings in foreign 
countries, sometimes down to the most precise de- 
tails. England’s neo-Gothic Houses of Parliament he 
considered the perfect expression of a civilization. Ev- 
erything large and impressive found favor with him. 
Rome's Colosseum, Basilica of Saint Peter, and Pan- 
theon were for him the best examples of monumental 
buildings, an architecture produced by the community. 
These and the Madeleine in Paris, and especially the 
dome of Les Invalides, inspired his building plans for 
Berlin. All the buildings had to be clear and light. He 

















disliked the excessive playfulness of Gothic cathedrals: 
they were not really German for him. He preferred the 
solidity of the Romanesque. The models for his new 
cities were those of the Ring in Vienna or 
Haussmann’s Paris. 

Heinrich Hoffmann, Hitler's photographer, reports 
that when Hitler was asked once why he had not be- 
come an architect, he replied: "I decided to become 
the master builder of the Third Reich.”2 

He liked to be photographed and painted with plans 
and models. “We are realizing the ideas of the Fuhrer,” 
wrote Albert Speer. Hitler the supreme builder was 
proclaimed in signs on buildings which read: “We owe 
it to the Fuhrer that we build here.” A large portrait of 


Hitler the architect and sculptor by Fritz Erler hung at 


the entrance to the “Great German Art Exhibition 
1938." 








Hitler with the model of Adolf Hitler Square, Weimar. Photograph Heinrich Hoffmann 














The obsession with architecture never left Hitler. At 


the end of his life, he spent hours in the bunker of the 
Reich Chancellery looking at models for a new town 
center for Linz, and while the country collapsed 
around him, he would talk about new buildings with 
the architect Hermann Giesler 

Hitler was eager that many buildings should be 
linked with his name, especially those in which he had 
been actively involved either by furnishing drawings or 
by making concrete suggestions. He wanted to be seen 
as the mentor and initiator of German architecture 


But he also took great care that only those buildings 





in which he actually played a part were allowed to 
mention this fact. The accolade Architektur des Fiihrer 
(architecture of the Fuhrer) was not given to just any 
building. Architecture was for him the highest form of 
art. “Architecture leads all other arts. It shows, every- 
where, the great hand of our Fiihrer. From him come 
the greatest impulses for the creation of and the 
search for new ways. In this way, architecture, too, has 
a political and cultural role to play,” said a speaker at 
a conference of several hundred architects in Munich 
in 1937.3 

Buildings, better than anything else, were able to 
express National Socialist thoughts in, as Hitler be- 
| lieved, a permanent form. His faith in the superiority 
of architecture was total: to him it was a discipline 
above mean, transient criticism. “Who can be so ar- 
rogant as to measure, with our small minds, the work 
of the creative, god-blessed nature of the very great? 


| Great artists and architects have a right not to be 
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Hitler and Albert Speer looking 


at architectural plans 


Hitler and Paul Ludwig Troost with 
the model.of the House of German 


Art, Munich 
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judged by small contemporaries. Their work will be as- 
sessed by the centuries... . Do not forget that in this 
hour we lift the curtain to reveal works which will mark 
not decades but centuries .. . that will endure, strong 
and irrevocably, by their beauty and their harmonic 
measure."4 

Architecture was seen as part of the German revolu- 
tion, buildings as an act of faith; no longer the work of 


individual architects, but the work and holy concern of 


» the whole nation. 


Hitler's plans for large national buildings dated from 
the early twenties. As soon as he came to power in 
1933, he began to realize some of these projects: in 
Munich, the Braunes Haus, the layout of the 
K6nigsplatz, and two large Party buildings, the Fiihrer 
Building and the Administration Building of the 
NSDAP. In October of the same year he also laid the 
foundation stone for a new House of German Art, in 
Munich. For Berlin too he began to initiate buildings, 
which were based on plans he had devised in the 
1920s. 

His love for architecture explains perhaps why he 
left architects alone, and bowed to their professional 
experience. He gathered around him a group of effi- 
cient pliable architects able to realize his dreams: Paul 
Ludwig Troost, Albert Speer, Hermann Giesler, and 
Fritz Todt. Hitler considered Troost the greatest Ger- 
man architect since the nineteenth-century Neoclassi- 
cist Karl Friedrich Schinkel. Theirs was a kind of pupil- 
master relationship. After Troost’s death Hitler even 
toyed with the idea of taking over his architectural 
practice. 

It was the one art that did not disappoint him, the 
one art in which he felt that new things were emerg- 
ing. He felt that architecture was able to unite people 
behind a strong aesthetic idea, to celebrate the lasting 
quality of the Reich, and most of all to give his regime 
authority. “Our enemies will guess it, but our own peo- 
ple must know it: new buildings are being put up to 
strengthen our new authority,” he said at the 
Reichspartei meeting in 1937. 

Again and again he repeated that great buildings 
were products of historic times, as well as manifesta- 
tions of absolute political power. “The great building 
program is a tonic against the inferiority complex of 
the German people,” Hitler had said. “He who would 


Fritz Erler. Portrait of the Fiihrer. The House of 
German Art is in the background at the left 


educate a people must give to it visible grounds for 
pride. This is not to show off but to give self- 
confidence to the nation. A nation of 80 million has 
the right to own such buildings.” The buildings also 
represented absolute power. “Our enemies and our fol- 
lowers must realize that these buildings strengthen our 
authority.”? 

They were securing Hitler's power for all time. Gen- 
erations would recognize them as they recognize 
Gothic or Renaissance architecture. "The magnitude of 
these works is not measured by the need of 1938, 

1939, or 1940... 
have existed for a thousand years, with their millennial 


_ our task is to give the people who 
past of history and civilization a millennial city for 
the limitless future which lies before them." 
Architecture became the most forceful expression of 
the National Socialist idea. Here “the word had be- 
come stone” in order to express true German 
greatness. “Philosophy is more visible in architecture 
than in any other art form... . The buildings of the 
Fiihrer are the signs of the philosophical change of our 
_. Hitler 
formed in these buildings the noblest qualities of his 


time. They are National Socialism incarnate. . 
people... . The greatness of the German soul eter- 
nalized in stone, witnesses of heroism they are the 
holy shrines of our people. Their destiny is to proclaim 
our philosophy."7 

National Socialist ideas about architecture, like 
those about the visual arts, were often contradictory 
In the beginning there was an overlap of the old and 
the new. Until 1930 the Party did not openly criticize 
the industrial and social building programs of archi- 
tects like Walter Gropius or Mies van der Rohe. And 
even later, motorways, many factories, the newly built 
airports in Berlin at Gatow and Tempelhof made much 
use of modern functionalism and technology borrowed 
from the Bauhaus architects. “There is a danger that 
we might relapse into a senseless and soulless imita- 
tion of the past. The architect will not hesitate to use 
modern building materials just as he will not hesitate 
to return to those elements of form which in the past 


were invented by the genius of a race similar to his 





own. Buildings created by the people must represent 
the whole of the people.”8 For Hamburg, for instance, 
which struck Hitler as somewhat American, he wanted 
an 820-foot skyscraper. He claimed that Hamburg, 
open to the world, needed its own style. 

During the first few years National Socialism did not 
slavishly follow one architectural style. Not all the ar 


chitects who came to prominence were Party hard- 











Support buildings for an 

experimental airfield. Architects: Advertisement for the Hochtief 
Hermann Brenner and Werner Construction Company showing 
Deutschmann modern industrial architecture 
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Power station without smokestacks. 


Architect: Emil Fahrenkamp 








i" 


‘i 


' 














Autobahn bridge near Rtidersdorf 
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liners, nor did they all follow the same style or aes- 


thetic principles. There were those who favored a 
vernacular style and those who followed Neoclassical 
models. Ernst Sagebiel and Roderich Fick supported 
the official building program. But in 1936 the influen- 
tial magazine Moderne Bauformen reproduced their work 
next to the modern buildings of Hugo Haring in 
Berlin's Siemensstadt and Mies van der Rohe's modern 
apartments in the Afrikanische Strasse.? 

Modern architects such as Heinrich Tessenow 
(1876-1950) and Peter Behrens, both opponents of the 
National Socialist Party, were allowed to continue to 
design, at least for a while. Some, like Paul Bonatz, 
who was not a member of the Party, and Werner March 
(1894-1976), were not, at least in the beginning, op- 
posed to modern solutions. German Bestelmeyer 
(1874-1942) and Paul Ludwig Troost were stern de- 


fenders of the new architectural theories, based on 











historical styles; Paul Schmitthenner (1884-1972) pur- 
sued a vernacular architecture. But even Hitler did not 
like Paul Schultze-Naumburg’s Biedermeier and his 
volkish excess. 


What soon united National Socialist views on archi- 
tecture was the rejection of a modern style. A quaint 


vernacular style for housing and a monumental style 





. for public buildings became the order of the day. “In 

the future there will be no more ‘boxes for living,’ no 

churches that look like greenhouses, no glasshouse on. 

top of columns... built as a result of professional in- 
competence. No prison camps parading as workers’ 
homes, subsidized by public money. Get compensation 
money from those criminals who enriched themselves 
with these crimes against national culture,” wrote the 
infamous Bettina Feistel-Rohmeder, castigating the 

) modern Siedlungen (multiple-dwelling complexes) of Le 

Corbusier, Mies van der Rohe, Bruno Taut, and other 

) representatives of the modern movement (see page 

) 32), 10 

In architecture, Jews and Communists were barred 

from the official Chamber of Architects, which meant 
ithey had little chance of building anything. In an open 
competition for a design for the State Bank, Mies van 
der Rohe, Walter Gropius, and Hans Poelzig submitted 

entries. The winner selected by Hitler was Heinrich 

Wolff. His proposal, traditional in its form, modern in 

its construction, shows what was the favored Party 

style. 
| The National Socialists did not wholly reject modern 
| technology. They often used the most advanced 
| building techniques hidden behind Neoclassical fa- 
_cades. In the same way as Hitler liked to show off the 
technical advances made by Germany in the field of 
cars, cameras, and airplanes, so he also boasted of 
technical advances in architecture. “The rise of Ger- 
many since National Socialism took power is unique. 
Our constructions are the most exemplary of their 
kind. The precision of German workmanship does not 
have to fear anything done by foreign countries; on the 
contrary, it is technically the very best,” boasted Hitler, 
Opening a motor show.!! 

The motorways became one of the best examples of 
modern technology and design and were much ad- 
mired by foreign countries, a fact Hitler never ceased 
to stress. “The British press says, ‘The German motor- 
Ways are second to none and lead the world.’ The 





Dutch say, ‘We are filled with admiration for this great 
German achievement.’ Yugoslavia: ‘As the pyramids 
record the history of the Pharaohs, so too the motor- 


ways will remind the German people forever of the 
most extraordinary figure in its history. A man of the 
people who single-handed, with no other help, by vir- 
tue of his own will has created a new German Reich,'” 
went the commentary in a documentary film about the 
new German highways. The motorways were another 
symbol of the glorious and relentless advancement of 
the National Socialist movement. It inspired such 


verses as: 


A ribbon of stone doth span our land, 
A people hath built with all its might, 

Stands ready now for a new fight. 

The Fuhrer’s mind did think it out, 

A faithful people brought it about. 

A triumph of power, the work is done. 
The first battle has been won. 

A people free of want and shame, 

The future calls with higher aim. 


The Ftihrer gives us faith again.!2 


Autobahns were the best means of giving people 
work and of getting the economy going. But most of 
all they were seen as yet another achievement to 
boost the confidence of the nation, elevating it into a 
powerful symbol. “The new German autobahn network 
is not only in its concept the most powerful in the 
world but also the most exemplary. It will help more 
than anything else to bind the areas and the states 


and force them into a unity.” The documentary film in 





Kettler. Organisation Todt 

















which Hitler made this statement brought the message 


home. In it workers proudly proclaimed to the inter- 
viewing reporter: “Tell the people at home that we are 
building bridges unlike any that existed before, and 
that we all work together, and that we know what is at 
stake." !3 

The fascination was total, and difficult to resist. It is 
iard for us nowadays, used to cars and motorways, to 


understand the enthusiasm that greeted each new 


oO 


idge with its four-lane highway. Hitler was filmed in 


an open Mercedes, followed by a fleet of brand-new 


ercedeses and Volkswagens in neat formation, driv- 


ng down every new stretch of the motorway, crossing 








ing swastikas. Thousands lined the roads and cheered 





he spectacle of gleaming metal and shining leather 

coats 
While the building of such an innovatory and vast 

motorway network was politically and strategically 


motivated, it was also an extraordinary technical and 





aesthetic tour de force. Even today much of the Hitler 
myth is based on his “achievement” with the motor- 
ways. A powerful symbol of political strength, 
willpower, and achievement, they were meant to pro- 
vide the conquering military with easy access to the 


rest of Europe. They were called “Hitler's streets,” al- 





though the Reich's motorways were actually 
Mussolini's idea. In Germany plans for the first motor- 


way date from 1926; the first test road between 


Cologne and Bonn was opened in 1932 
dD 
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idges decorated with large columns and eagles carry- 





Autobahn bridge, Waschmiihlital. 
Architect: Paul Bonatz 


Below and opposite: 
Autobahn suspension bridge. 
1938-41, Architect: Paul Bonatz 






















































































Model of an Autobahn bridge 
across the Oder River. 
Architect: Fritz Tamms 








Rendering of a bridge. 
Architect: Fritz Tamms 


With their stunning bridge constructions and sweep- 
ing lanes, the autobahns were a remarkable piece of 
modern architecture built by the best architects to 
blend with the landscape. Roderich Fick built a bridge 
over the Isar mostly made of wood to blend with local 
architecture. Bonatz designed a bridge near the Ro- 
manesque cathedral of Limburg that reminded one of 
a Roman aqueduct. Gasoline stations were often built 
in a modern style growing out of the Bauhaus 
teaching 

The autobahns were masterminded by Fritz Todt, an 
early Party member, a nature- and music-loving Ger- 
man who became a hero, especially among the young, 
for the exploits of his Organisation Todt. With the help 
of this organization, Todt—an engineer, not an 
architect—conquered land and cleared swamps. He 


was considered one of the highest artists in the land, 





and honored as such. His autobahn was not just a 
road but technology elevated to art. He was sensitive 
to the details of traditional craftsmanship and in- 
cluded them in his bridges. Todt was open-minded 
enough to consult Mies van der Rohe and to employ 


) architects such as Bonatz, who was reputable and not 


known for Party faithfulness. Albert Speer took control 


+ of the motorways after Fritz Todt died in a car crash in 


1942. 
The controversy over modern architecture was vehe-* 


| ment during the Weimar Republic; the fight over 








gabled roofs dominated architectural discussion in the 
twenties in Germany. Buildings by modern architects 
were widely criticized and only the Deutsche Werk- 
bund, the Bauhaus, and some intellectuals mostly 
associated with the left supported a new building 
style. Many smaller building firms and many construc- 
tion workers feared that a more industrialized building 
industry fostered by this new style would mean a loss 
of jobs for manual workers. They were easy converts to 


Hitler's architectural policies 


Renderings of a bridge with 
towers across the Weichsel 
River near Danzig. Architect: 
Fritz Tamms 
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Autobahn bridge. Detail. 
Architect: Fritz Tamms 
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Colonnade of the garden facade 
of the Chancellery, Berlin. 
Architect: Albert Speer 


Having banned the great architects of the twenties, 
Jitler looked for new talent. Some of the architects, 
most of whom no one had ever heard of, jumped into 
he breach. Among them was the talented Fritz Tamms 
born 1904). Franz Moraller spoke for many: “We archi- 
ects want to create a new architecture, based on 
tradition. It reflects our philosophy of life. Bad build- 


ing, empty effects, and the search for the sensational 





must be stopped. The great buildings of the movement 
are not built for their own sake. They must demon- 
strate to the German people the determination, unity, 
strength, and power of the state The style of the 
buildings must reflect the will which formed it." !4 
From 1938 onward there were representative “Ger- 
man Architecture and Craft Exhibitions” in Munich, 
which Hitler opened personally. There were only three 
official German architecture exhibitions, the first in 


January 1938, the second in December of the same 





year, and the third in July of 1939. The war stopped all 
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further displays. Other similar exhibitions toured the 
country. The exhibitions showed mostly plaster models * 
of the new buildings; large wood and plaster models 
were also carried in processions through the streets of 
Munich during the Day of Art parades 

These exhibitions, like the buildings, were widely re- 
ported in the press, but as in painting, architectural 
criticism hardly existed, despite the large number of 
books published on this subject. Instead, the same de- 
voted National Socialists reiterated the same tired 
phrases. Werner Rittich, co-editor with Robert Scholz 
of the racist magazine Die Vélkische Kunst (Volkish Art), 
became one of the leading National Socialist writers 
on architecture, as did of course Rosenberg and 
Schultze-Naumburg. To all of them architecture was a 
political weapon, a domain in which to fight out ide- 
ological battles 

On the whole, the architecture of the Third Reich 
closely followed, in form and content, the architecture 
of the past. There was no revolution, not even a break. 


The two prevailing trends for public buildings were 


German Embassy in Saint 
Petersburg. 1911. Architect: Peter Behrens 



































Friedrich Wilhelm Kalb. 
Searching, Finding, Losing 
(Daphne. Eros and Psyche 





Eurydice and Orpheus) 




















monumentalism and Neoclassicism. Neoclassicism has 
long been the language of political power. It was by no 
means exclusive to Germany or to totalitarian systems 
It was the official style of many countries. France, Rus- 
sia, Italy, and the United States had all used it for 
their town halls, public libraries, universities, railway 


stations, and museums. In the nineteenth century a 


system of codes was invented by architects and archi- 








quently holding celebrations and mee 


| the regime. “These works of ours sha 





tectural theorists that echoed a general nostalgia for a 





stable world, a world of historical continuity. Classical, 
Gothic, and even Egyptian elements satisfied these 
longings. 

Hitler too looked for buildings which were already 
“programmed” this way. The Walhalla and the Be- 
freiungshalle, both designed by Leo von Klenze (1784- 
1864), were only two buildings that Hitler “occupied” 
for his own ends. He made them his buildings, fre- 
ings there. Their 
pathos of eternity, expressed by massive architecture 
in heavy stone, entered the architecture of the Third 
Reich 


For the National Socialists each bui 





ding was not 
merely a building. It had to be a monument. Even ad- 


ministration buildings had to express the ideology of 





| also be eternal, 


| that is to say, not only in the greatness of their con- 





Peristyle of the grandstand, 
Zeppelin Field, Nuremberg. 1934. Architect: Albert Speer 





The Chancellery, Berlin. Architect: Albert Speer 


ception, but in their clarity of plan, in the harmony of 
their proportions, they shall satisfy the requirements of 
eternity magnificent evidence of civilization in 


granite and marble, they will stand through the millen- 
be 
2000, but 


retch into 


nia these buildings of ours should not 


conceived for the year 1942 nor for the yea 





ike the cathedrals of our past they shall st 


the millennia of the future,” Hitler proclaimed.!> 





The Nazis were consumers of cultures, not makers of 


it, and they concocted a conglomeration of traditional 


n 


tyles. Despite the public announcements of a new era 





n architecture, there was no unifying overall National 
Socialist style. But many of the public buildings share 
nevertheless a specific handwriting which makes them 
instantly recognizable as the product of the Third 
Reich. There were the stripped-down porticos, the stark 
rectilinear look emphasized by the heavy horizontals of 
cornices and rows of windows with deep frames 

A monumental symmetry dominated their facades, 
thanks to ranks of windows set in walls of roughhewn 
stone. The shallow windows in such heavy walls were 


designed to evoke images of fortresses and give the 


———— 1OV Z O fz 
————— IRN‘ NZ LN wr vN 

ey TOE en VIIRV? BOF —— 

YEIRN ZV EP aes | 





























. wy a Ht nd I 





i id 





it bil 


| han) 














| Maw | Tint 


,o F,o fo Ho ike 














Model of an office building for the 
north-south axis road, Berlin. 
Architect: Gotthold Nestler 

















building a feeling of impenetrability. The cambered 
walls and massive timbered gables were meant to im- 
press and to command respect 

Much of the public architecture of the late nine- 
teenth century was smothered in ornaments. The 
National Socialists, in contrast, shunned too much or- 
nament in their drive for clarity. “To be German means 
to be clear” was one of Hitler's often-quoted phrases. 
The facades of the Third Reich were simpler than those 
of their predecessors. Pillars and pilasters that had 
structural functions were admitted into a modern com- 
bination of technology and decoration. And of course 
there were decorations in the form of mosaics, friezes, 
and the near-obligatory wreaths surrounding the swas- 
tika, which was sometimes stylized into geometrical 
patterns, and finally, the ubiquitous eagle. 

Another distinction was the emphasis on the mate- 
rial used. The symbolic meaning of stone was stressed 
The feeling for material was more intense than the 
feeling for buildings. The use of stone upheld the fic- 
tion of a living handicraft tradition. There was also a 
practical reason for the use of granite and other local 
stone. The medieval hand-hewn finish of the buildings 
in massive stone and wood saved on steel and con- 
crete, which was needed to build bunkers. Words like 
“austere,” “sober,” and “Nordic” were used by the ar- 
chitectural press to describe those buildings. 

One critic spoke of a “self-willed style” and of “se- 
vere beauty.” Much of National Socialist architecture 
looks military, and in fact, most buildings were part of 
an extensive network of underground air-raid shelters. 
The structures were blank and orderly, like obedient 
soldiers. All decoration was severe. There was no room 
for playfulness. The human being was dwarfed by the 
scale of the buildings, reduced to an insignificant prop, 
which took on value only in an organized and choreo- 
graphed mass. In a drawing by Hans Liska depicting 
the studio Speer built for Thorak, one can see the 
dwarfed studio assistants chiseling away to create the 
New Man. 

Like Hitler's speeches, his architecture was huge and 
repetitious. Buildings had stodgy and massive propor- 


tions. Despite some good work in details, a feeling of 
emptiness and monotony prevails. The architects used 
the language of classicism—portals, pillars, and 
stone—but they were reduced to empty decoration. Of 
the measured classicism of the great architects of the 
nineteenth century, like Schinkel, little was left. A total 
loss of any sense of scale characterizes most of the ar- 
chitecture of the Third Reich 

But if the National Socialists’ buildings were meant 
to impress and to intimidate, they were also meant to 
unite the people. They were the result of a collective 
effort like the one that had produced the great build- 
ings of the past, the cathedrals of the Middle Ages, the 
great monuments of Rome. Buildings became objects 
of identification. Together with their flagpoles, braziers, 
grandstands, and the people who filled them, they be- 
came lighthouses illuminating the way for a whole 


nation into a bigger and brighter future 
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Model of an office building for the 
north-south axis road, Berlin. 
Architect: Hans Freese 
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EACH GREAT 

EPOCH EXPRESSES 
ITSELF THROUGH 

[TS BUILDINGS. 

WHEN PEOPLE LIVE IN 
GREAT TIMES, THEY SHOW 
THEIR FEELINGS. THEIR 
WORDS ARE MORE 
POWERFUL THAN THEIR 
THOUGHTS. THIS IS 
THE WORD IN STONE! 
—Hitler, 1938! 





Hitler had decided quite early to make Munich the 
capital of the National Socialist movement. In 1927 he 
had enthusiastically shown Otto Strasser plans for the 
new Munich. Two years later, the NSDAP bought the 
Palais Barlow, a purchase financed with private funds, 
mostly from the powerful industrialist Fritz Thyssen. 
Hitler engaged the architect Paul Ludwig Troost for the 
alterations to this three-story Neoclassical building. 
The onetime “palace” became the Braunes Haus, 
“brown” taking its cue from the brown shirts worn by 
the Storm Troopers. 

Troost (1878-1934) was a successful south German 
architect. He had built several villas for upper-middle- 
class Bavarian society in the much-loved traditional 
style of the region: a vernacular architecture with 
gabled roofs and shuttered windows, as well as some 
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Braunes Haus, formerly the Palais Barlow, Munich. Renovation: Paul Ludwig Troost 


eoclassical houses. He was also an interior designer 
mostly known for the decoration of luxury liners for the 
apag Lloyd shipping line. It was Troost's love of Neo- 


classicism and his distaste for anything modern that 





iade him the ideal architect for Hitler. Troost was not 





1 outspoken National Socialist but had joined the 





arty as early as 1924 

Many features of the Braunes Haus, especially the 
decoration of the rooms, were based on Hitler's ideas 
The standard for future Party buildings was to be set 
here. Hitler's enthusiasm was total, so much so that 
Goebbels worried about what he called “the damned 
he wrote in his 


Party house.” “It will break our neck,’ 


) 


diary. 


1e flamboyance of Hitlers and Troost's plans, for a 
party not yet in power, indeed bordered on the absurd 


There was much earnest wood paneling on walls and 











ceiling, extolling the German virtues of solidity, dig- 


nity, and clarity. A large hall of honor displayed the 





“blood banners” of the National Socialist movement. A 
vast staircase led to Hitler's office, with its portrait of 


Frederick the Great over a large desk. There were also 








pictures of Prussian battles. The link between Hitler 
and the great Prussian tradition was clearly intended 


A senate chamber was constructed, decorated with a 


generous sprinkling of swastikas, sixty chairs in red 
leather, with swastikas on their backs, for sixty sena- 
tors around a vast conference table—a tangible 
exercise in empty rhetoric, since Hitler never intended 
to have a senate 

Despite its pomposity, the Braunes Haus was not 
monumental enough. Hitler left his office to Rudolf 
Hess, and together with Troost immediately set to 
work on proper, model buildings, a house for the 
Fuhrer and an administration building for the Party. In 
1931-32, Troost and Hitler had already made tentative 
plans for these two big projects 

But first the K6nigsplatz, one of Munich's most at- 
tractive and characteristic city squares, which was to 
become the setting for the new Party buildings, had to 
be restructured. The Kénigsplatz, with its Neoclassical 
buildings—Leo von Klenze's Glyptothek (1816-30) and 
the Propylaum (1846-62), and Georg Friedrich Zieb- 
land's (1800—1878) Exhibition Building (1838—48)—was 
the creation of King Ludwig | (1825-1848), who had 
marked the architecture of Munich more than any 
other monarch 

Hitler saw himself as the successor of this en- 
lightened king. He often stressed a comparison with 


kings, as did others. If in earlier years of his “reign” 
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Temple of Honor, Kénigsplatz, Munich. 


Architect: Paul | 





dwig Troost 








Hitler emulated King Ludwig, the great builder king, in 
iis later years, Hitler was constantly compared to the 
great war king Frederick the Great of Prussia. The com- 
yarison did not stop at royalty. Hitler was also the 
Messiah, as Leni Riefenstahl portrayed him—emerging 


rom the clouds in an airplane—in her film about the 





Juremberg rallies, Triumph of the Will 

The Kénigsplatz was also the square where the Na- 
tional Socialists had often assembled at their early 
rallies. It was an obvious choice. Hitler had the lawn 


paved over with 24,000 square feet of granite, quarried 





from all over Germany to underline the community 


feeling. Traffic was banned 





It needed the Fiihrer to give the chaotic urban de- 
velopment a new order and direction. With his 
ngenious philosophical foresight he has recognized 


he new possibilities. Despite his other great tasks he 


inds time to supervise architectural developments 


a monumental ceremonial square for his people In 





10 other creation can one see the heroic character of 


he movement, in its clear and cultural aspect 





A great number of public spaces were created or al- 





ered to become the architectural settings of mass 





meetings for the government's ritual celebrations 
Open spaces appeared free of plants or ornaments, 
symmetrically paved. They were to be magical places 


for pontification 





On the K6nigsplatz, new Party buildings and old 
museums form a marching ground. What is their style? 


To call it classicist is not enough. Something new has 





been created. A political credo, in its deepest sense 
One understands the decisive difference when one 

sees how the German people assemble on these 
giant squares of granite, filled with thousands of uni- 
formed soldiers.’4 


On November 9, Hitler had unveiled a monument by 





Troost and Schmidt-Ehmen, with a socle of marble, to 
the memory of the dead of the putsch of November 9 
1923. It was erected inside the nineteenth-century 
Feldherrnhalle, thus providing a historical continuum 
such as Hitler was keen on. Like the Blutfahne, the flag 
dipped in the blood of the victims, it became a relic 


There in endless ceremonies, flags were touched by the 





sacred cloth, turning each flag into a “blood flag 











Fuhrer Building, Munich. 
Architect: Paul Ludwig Troost 
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Soon after taking power, Hitler commissioned Troost 
to erect on the Kdnigsplatz two temples of honor dedi- 
cated to the victims of the 1923 putsch. Each of them 
was incorporated in the plan for the Party buildings by 
joining them to a common garden at the rear. In their 
architecture and in their role, they were supposed to 
be a “sacred blessing.” 

The two temples became a central place of Nazi rit- 
ual worship, the altars of the new movement. Their 
fascination for the masses lay in their mixture of re- 
ligious and secular architecture. Hitler used them in 
the same way. Each temple displayed eight coffins of 
the putsch martyrs under an open sky on a dais 
framed by twenty pillars of yellow limestone. Huge 
braziers glowed 

The two temples were inaugurated— consecrated” 


would be a better word—in 1935 in a spine-chilling 


ceremony of pseudo-religious and military fervor. The 
ceremony began on the night of November 8, 1933, in 
the darkened city. Hitler and his followers passed 
pylons draped in blood red, with the names of the 


fallen heroes.” The cortege moved solemnly to the 





Feldherrnhalle for the last roll call in front of the cof- 








Entrance to the Ftihrer Building 
Munich. Detail of the balcony. 
Architect: Paul Ludwig Troost 


Staircase in the Ftihrer Building, 
Munich. Architect: Leonhard Gall 
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fins. The names were called out and the crowd shouted 
“Present.” The next day the coffins were transferred to 
their last resting place to “hold the ‘eternal watch,’ a 
permanent example and reminder to a whole people of 
the duty, the need for readiness to fight, and for 


sacrifice.”? 


n the same year the two new Party buildings were 





built. Troost had chosen a Neoclassical style, which 


was to echo the older buildings on the other side of 





the square. “Pillars have again become an important 
element; they are not, as in the seventeenth and eigh- 
teenth centuries, mere decorative elements but are an 


integral part of the architecture. The ‘spirit of the 





Gothic,’ which lives in the German character, with its 
emphasis on the vertical, has been married to Greek 
horizontal harmony. Verticality and the horizontal 
share the reign."° 

Hitler was totally involved in the building, right to 
the smallest detail. "At Troost’s, plans for Kénigsplatz, 
monumental. Fuhrer in his element,” noted Goebbels 
in his diary for January 27, 1935.7 And August 19, 1935, 
Goebbels wrote: “With the car to Munich Imme- 


diately to the Party buildings Here Hitler has truly 








House of German Art, Munich. Architect: Paul Ludwig Troost 


written his will in stone We climb through cellars 
and attics. Everything is supposed to be ready in a 
year's time. The Fuhrer is proud and happy.’ 

Almost identical, the two Party buildings consisted 
of three stories of massive limestone with porticoes, 
eagles, and wreathed swastikas. Both had Fishrer bal- 
conies from which the great statesman-architect could, 


above the crowd, look down on his work: his people 





and his buildings. The critics spoke about “distin- 
‘What 


characterizes this noble building, from the outside 


guished simplicity and restrained dignity.” 





one, is its readability, its inbuilt harmony and beau- 
iful order."? The heavy facade was marked by a severe 
ine of windows spaced out in regular intervals of thir- 


en feet. They were deeply set in the frame, often 


aD 


ider a semicircular architrave. The heavy cornice em- 





yhasized the horizontal lines of the buildings. 


Like all of Hitler's buildings, however much they 





aid lip service to traditional styles, they were built 


ustng the most modern techniques. They also had air 





conditioning and huge air-raid shelters that linked the 
two buildings beneath the road 
Gerdy Troost, the widow of Paul Troost and one of 


Hitler's confidantes, who continued to head Troost’s ar- 


chitectural office, wrote that these first monumental 
community buildings were the “symbol of the funda- 
mental strength that is renewing the German Volk."!° 
Since the Fuhrer Building was for official receptions, 
its interior was much richer than that of its twin, the 
Administration Building. Two large atrium halls, in red 
narble, were crowned by a broad staircase. It led the 


visitor in one giant sweep to the first floor, which con- | 





ained the reception area and Hitler's offices. A large | 
hall destined for receptions was paneled in precious 
wood and hung with nine large tapestries representing 
several of Hercules’s deeds. The walls of Hitler's own 
office were covered in red leather. They displayed some 
of Hitler's favorite painters of the nineteenth century— 
Franz Lenbach, Arnold Bécklin, Franz Defregger, An- 
selm Feuerbach, and Adolph Menzel. In this room the 
historic meeting of Neville Chamberlain, Edouard 
Daladier, Benito Mussolini, and Adolf Hitler took place 


in 1938—the meeting that sealed the fate of an inde- 





pendent Czechoslovakia and opened the floodgates to 
World War Two 

Hitler's living hall—"room” would be too modest a 
word—had a gilded ceiling. Over the doors were 


golden emblems representing the arts, “theater, music, | 


painting, and sculpture.” In the center a giant fire- 
place, crowned by Adolf Ziegler’s painting 7he Four 
Elements (see illustration page 282). Its colors were 
echoed in the furniture, curtains, and wall hangings. 
There was a dining hall with chairs in gray-blue 
leather. The lamps were gilded. The doors were framed 
in local marble. Instead of being painted, the walls 
were decorated with stucco reliefs with scenes of the 
Storm Troopers, Hitler Youth, and League of Girls. The 
furniture and the pompous interior were the work of 
-Gerdy Troost and the architect Leonhard Gall. The Na- 
tional Socialists were only at the beginning of their 
reign, but their first building had all the trappings of a 
' status-craving elite. 

Munich became the capital of the arts also. In order 





- to demonstrate publicly the importance he gave to the 
city, Hitler began, in his first year, to plan for a new 
art gallery, a House of German Art. Troost was again 
the chosen architect. Hitler laid the foundation stone 
in October 1933 on the first Day of Art. 
Troost did not live to see his new House of German 
Art completed. The work was finished by Leonhard 
' Gall and Troost's widow, Gerdy. Hitler also took an ac- 
tive part in this project. It was a Neoclassical 
structure, a heavier version of Schinkel’s Old Museum 
in Berlin (1823-30). Constructed of the same stone as 
the Regensburg Walhalla and the Kelheim Befreiungs- 
halle (see illustrations pages 8] and 82), the House of 
| German Art took its place self-consciously in German 
tradition. In 1935, midway in the building process, a 
critic wrote: 


It is no accident that the new House of German Art is not built 

_in the style of German Gothic or Baroque. It has a classical char 

acter, the classical as a counterpoint to the Germanic-Nordic. 

There is a deep spiritual necessity for a movement that also 
fights in its politics the shadows of German individualism and 

| particularism, [which] also chooses in its artistic expression a 

form that embodies discipline and order, as well as simple func- 

| tionalism and objective clarity... . The new character of the 

| building manifests itself in its attempt to combine, harmoniously, 

- the Nordic idea of race with that of Greece.!! 





The building was gargantuan in scale; the portico 
measured almost 575 feet in length. Two large braziers 
stood on a pylon at each end of the facade. It was 
praised as a “Temple of German Art, one of the new 
monuments of a new time,” and indeed the temple 


uity. Hitler said of it: “The building is as notable for its 
beauty as it is for the efficiency of its services... but 


form announced a noble art, reaching back to antiq- 
it is a temple of art, not a factory... the result is a 


house fit to shelter the highest achievements of art 
and to show them to the German people.” Here the 
nation was to display the most noble and heroic in art. 
As usual, it was built using the latest engineering 
techniques, including a complex air-conditioning sys- 
tem and an air-raid shelter 

Several more buildings were built in the new style, 
most notably the House of German Law, designed by 
Oswald Bieber, and the House of German Medicine, 
designed by Roderich Fick. There were many other 
buildings planned for Munich but most were never 
even started. Opposite the House of German Art, 
Hitler wanted an even larger House of German Archi- 
tecture. It was planned by Troost. 

After Troost's death, Hitler appointed Hermann 
Giesler (born 1898) as the architect of the new Munich 
The new “counselor for the capital of the movement,” 
a devoted follower of Hitler, set to work on some of 
the Fihrer's plans, dreamed up while he was im- 
prisoned in Landsberg in 1923-24. There was to be a 
giant new railroad station, the largest steel construc- 
tion in the world. Its new system was to link Munich 
with Istanbul and even Moscow. A 394-foot-wide, four- 
mile-long east-west axis road was also planned 

On this avenue the official buildings were to rise, 
among them a skyscraper for the National Socialist 
publishing house Eher, which was to be, of course, the 
largest publishing house in the world. As no roads 
were supposed to cross this avenue, intersecting roads 
were to be put underground. It would have a broad 
center strip for marches. The road was to end at a 700- 
foot obelisk, a monument to the Movement, again 
sketched by Hitler himself. With its diameter of 80 feet 
and an eagle 108 feet high, it was to be one of the 


_many giant monuments planned for the Third Reich. 


Hitler also wanted a new opera house with over 
3,000 seats (outdoing Paris and Vienna). It was 
planned by Waldemar Brinkmann with a huge en- 
trance, marked out by eighteen marble columns. Hitler 
intervened personally in the plans. “Examined plans 
for new opera house according to Hitler's own plans. 
Now they make sense and have form,” notes Goebbels 
in 1937 in his diaries. !2 

Hitler's projects for Munich also included a Forum 
for the Party linked by a bridge with a mausoleum for 
himself, designed by Giesler. No lesser building than 
the Pantheon would do as a model. The cost for all 
these plans was gigantic; five to six billion 
Reichsmarks was the conservative estimate. Hitler did 
not bother much about the financing of his plans. 
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House of German Law, Munich. Architect: Oswald Bieber 


Schemes always seemed to be outstripping others, 
and bigger and bigger they grew. Sometimes Hitler 
tried to justify the size of the buildings by pointing out 
that he built for many people. He was hypocritical 
enough to attack the Protestant church for having built 
a church in Berlin for merely 2,450 people, when there 
were 3% million Protestants in Berlin. It should have 
provided for 100,000, he declared. A theater, built with 
only 1,200 seats, did not fare better. He was incapable 
of thinking in smaller numbers; buildings had to be 
crowd containers 

Few of these plans materialized. All nonessential 
building came to a halt with the outbreak of war. The 
National Socialist buildings that had been built now 
serve other purposes: the Fiihrer Building today is the 
Academy of Music, the Administration Building is an 
art school, the House of Law belongs to the university, 
while the House of German Art is now simply the 


House of Art 


NUREMBERG 

Nuremberg was, until its destruction in World War 
Two, one of the best-preserved medieval cities in Ger- 
many. Its appropriateness to Hitler's idea of patriotism 


was obvious. It was here that Hitler planned his giant 








SS 


meeting sites. The existing sports field was enlarged to 
five times its original size, and a huge area of over 
eleven miles, the size of a small town, was planned by 
Troost. On Troost’s death in 1934, it was handed over 
to Albert Speer (1905-1991). 

If Hitler's relationship with Troost was that of pupil 
to master, in Speer, Hitler saw a much younger, tal- 
ented, but inexperienced architect, one he could form 
to his will. And Speer was the perfect tool. A fervent 


- believer in Neoclassicism, he became the best-known . 


architect of the Third Reich. He attended several tech- 


nical universities before graduating from the university 
in Berlin. He became an assistant of the famous Berlin 


architect Heinrich Tessenow, who pleaded for a mod- 


ern style based on regional characteristics. 
Speer's conversion to National Socialism was easy 


and quick. After hearing Hitler speak at Berlin's Tech- 





/ nical University in 1931, he joined the National 


Socialist Party. This obviously paid off. The following 


year, the Party asked him to redesign its headquarters 


in Berlin. The plan faltered because of lack of funds, 


» but in 1933, Speer became commissioner for the artis- 


tic and technical organization of the Party rallies and 
mass demonstrations. Speer was a man of the theater 
and his display of flags and standards became an es- 
sential element at these events. For the May 
demonstration at Tempelhof Airfield in Berlin, he de- 
signed his first light spectacle: a cathedral of lights 


created by 150 searchlights throwing their beams 10 





miles into the sky. 

Other mass meetings organized by Speer were the 
memorial service for President Paul von Hindenburg at 
Tannenberg in 1934 and the National Socialists’ first 
giant harvest festival in Biickeberg. Hitler was tremen- 
dously impressed. Here was a man able to design the 
theatrical backdrops he needed to enthuse the masses. 
“In the festive hour of the night the dignified tribunes, 
the flags strung between the pillars, and the wreathed 
swastikas glow in the lights. Hitler, the community, 
and the symbols are forged even more closely together 
when the lightdome created by hundreds of spotlights 
surrounds them.” !3 

"The actual effect far surpassed anything | had imag- 
ined,” wrote Speer. “The hundred and thirty sharply 
defined beams, placed around the field at intervals of 
forty feet, were visible to a height of twenty to twenty- 
five thousand feet, after which they merged into a gen- 
eral glow. The feeling was of a vast room, with the 
beams serving as mighty pillars of infinitely high outer 
walls.”!4 And the British ambassador, Sir Neville Hen- 


derson, wrote that “the effect, which was both solemn 
and beautiful, was like being in a cathedral of ice.”!° 

It is as well to remember that this moving spectacle 
was achieved only because Speer was authorized to 
commandeer all the searchlights that Géring’s Luft- 
waffe possessed. 

In 1934 Hitler made Speer the head of Beauty of 
Work (Schénheit der Arbeit), a branch of the German 
Labor Front (Deutsche Arbeitsfront). Its task was to 
improve working conditions in factories. 

But, although only twenty-nine, Speer was asked to 
design architectural plans, and to take over the build- 
ing of Nuremberg from Troost. 

Following the tradition of Schinkel and his short- 
lived contemporary Friedrich Gilly, Speer liked to use 
simplified colonnades, porticoes, and heavy cornices in 
his buildings. He even considered himself a second 
Schinkel 

Speer rose fast within the ranks of the German cul- 
tural elite and was given a preeminent role in the 
Reich as the nation’s chief architect and as the Minis- 
ter of Armaments. 

Hitler had held his early Party rallies of 1927 and 
1929 in Nuremberg. In 1933 he surprised and rather 
shocked the city fathers when he expressed his wish to 
enlarge the existing Luitpold Arena, and demanded 10 
million Reichsmarks from the town. He also produced 
several drawings, and in 1934 he sent Speer to Nurem- 
berg to begin the enlargement. 

Nuremberg, too, was constructed according to 
Hitler's plans, many drawn during his imprisonment in 
Landsberg. Some of them Speer incorporated into his 
final plans. Hitler had asked for “living space for a 
community.” He wanted a forum for the Party, an 
agora for the highest feast days of the nation. It was to 
be the largest complex of its kind in the world. “This 
calls for a gigantic field, because it is for large armies, 
for the soldiers of the political army of the Fihrer.”!¢ 

A few figures suffice to give an idea of the size of 
this megalomaniac undertaking. The building site 
spanned 6,300 square miles! An area 3,400 feet by 
2,400 feet was set aside for the army to practice minor 
maneuvers. The Luitpold Arena was redesigned by 
Speer in the shape of a crescent around which a wall 
of banners would hang. At each end was a large stone 
eagle. But the old arena, capable of holding 200,000, 
was not large enough, and so Speer was commis- 
sioned to build the Zeppelin Field Stadium, which 
accommodated 340,000 spectators. Hitler approved im- 
mediately. Speer’s plan for the Zeppelin Field was 








Light sculpture above the Sports 
Arena during Mussolini’s visit, 
Berlin, September 28, 1937. 
Designer: Albert Speer 
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presented in a huge plaster model, which was revealed 
to the public in Munich on the occasion of the first ar- 
chitectural exhibition, and building began at once in 
order to have the first platform ready for the next 
Party rally. At one end of the Zeppelin Field there was 
to be a large Hall of Honor with a Memorial Chapel 


within. It reminded people of the Tannenberg Memo- 





rial in East Prussia, which predated the rise of the 
Nazis. The tribune was flanked by two pylons deco- 
rated with the wreathed swastika and crowned with 
large bronze braziers. In the center of its pediment was 
a huge swastika. The tribune gave the impression of a 
fortress 
In 1938 a third field was begun, the March Field, a 
huge parade ground for 500,000 people. It took its 


name from Germany's Rearmament Day in March 1933 





Its tribunes were to be punctuated by 24 travertine 
towers over 130 feet in height, crowned by eagles 
(Only nine were built; they were blown up after the 
war was over.) On the center platform the figure of a 
giant woman was planned, 202 feet high, surpassing 
the Statue of Liberty by 45 feet. The March Field 
opened out onto a processional avenue a mile and a 


quarter long and 264 feet wide. Paved in granite, it 





was a model for streets to come. Here the military dis- 


I 


wide. This was no longer the celebration of a national 


ayed their tanks, Stukas, and troops in rows 165 feet 


cult; it was the display of naked and absolute power in 





all its brutality 

The German Stadium, which was never built, was to 
have had seating capacity for 400,000 spectators, who 
would be armed with binoculars so as not to miss a 
trick of the gigantic display Hitler would stage for 
them. One entered the stadium through a temple-like 
hall built of reddish-gray granite to last centuries 
Thorak’s giant bronze statues, 79 feet high, were sup- 
posed to be erected here on 59-foot-high pedestals, 
which would reach a combined height of 138 feet 
There were also 328-foot towers with the eagles of the 
Reich. The entire complex was, as Gerdy Troost wrote, 
“a shrine for the whole nation.” Another writer pro- 
claimed proudly that “now the communal experience 


of the Fiihrer and his Volk was possible.” 





The arenas and large avenues were geared for the 
stage management of mass demonstrations. The co- 
lossal architecture inflated the myth of the Fiihrer into 
gigantic proportions. The marches were arranged in a 
way that complemented the architecture. “When in fu- 
ture decades, even centuries, people write the history 


of the architecture of our people, they will see that, 


with the year 1933, a new chapter has begun Ar 
chitecture singles out the place of the Fiihrer, which is 
always in front of the assembly This eye-to-eye 
oosition of the Fuhrer with his people is always the 
underlying principle. The elevation of the Fiihrer is the 


esult of his position, a man who with all his deeds is 








always the leader of his people. He forms the center of 


he great picture 7 





The idea of the sacrosanct central position of the 
“tihrer was often stressed. It underlined the godlike 
mage of the leader. “The Gothic man knows only one 
eader, God But the fight between pope and em- 


deror is Over There is a change now. The altar, so 





ong elevated as the place for the priest, has been 
taken over. Distance and separation from the crowd is 


still granted to the Fiihrer, but only an alien Fuhrer 


: 


ifs 
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needs the throne, the artificial elevation. The good 
German wants his Fiihrer to stand out by his wisdom, 
knowledge, and most of all, by his character. But he 
wants his Fuhrer to stand, for all eternity, on the same 
ground, as he does. The ground, which is the source of 
our blood and our existence.”!8 

Hitler also demanded a large Congress Hall. Nurem- 
berg had in 1927 commissioned such a hall from the 
architect Ludwig Ruff. Hitler approved the old plans 
but asked Ruff and his son Franz to enlarge it, to cre- 
ate seating capacity for 50,000 spectators. They would 
face a stage able to seat 2,400 people and 900 stan- 
dards. It was supposed to house a huge theater and 
assembly room. The latest technology in lighting and 
heating was to be used. The giant roof was to be sus- 


pended without supporting pillars. A huge window was 











Right: 
Entrance to the Zeppelin Field, 
Nuremberg. Architect: Albert Speer 


Below, left: 

Hitler at the Party Rally, Zeppelin 
Field, Nuremberg, September 
1934. Still from Leni Riefenstahl's 
film Triumph of the Will. 1934 


Below: 

Performance of the Youth 
Organization for Girls during a 
Party Rally, Zeppelin Field, 
Nuremberg 
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to be open to the sky. Hitler also decided that the 
original material, concrete, should be replaced by 
granite. It was to have an arcade running around its 
curved length. Two rows of arched windows above 
were to strengthen the massive feeling of permanence. 
Building on this site continued from 1937 to 1939 
“Quarried from German soil, mastered by Germany's 
inherited knowledge, formed after the idea of the 
Fuhrer, this is a testimony of German willpower, Ger- 
man strength and determination,” !? 

With the war all work stopped. Today a few build- 
ings of the Party complex remain; the stadium is 
overgrown with grass, and the carcass of the Congress 
Hall is used to store goods. 

The German Pavilion for the 1937 International Ex- 
position in Paris was designed by Speer. French 
officials had decided that it should be built right op- 
posite the Soviet Pavilion, designed by B. M. lofan in a 
similarly pompous style. This enraged Hitler, but Speer 
found a solution which appeased him. Discovering a 
secret drawing of the Soviet Pavilion which featured a 
group of sculptures 30 feet tall astride a high platform 
triumphantly facing the German Pavilion, Speer wrote, 
“| therefore designed a cubic mass, also elevated on 
stout pillars, which seemed to be checking this on- 
slaught, while from the cornice of my tower an eagle 
with the swastika in its claws looked down on the Rus- 
sian sculptures. | received a gold medal for the 
building; so did my Soviet colleague.” 2° 

Speer's pavilion was conceived as a monument, an- 
other symbol of German pride and achievement. It was 
to broadcast to the international world that a new 
powerful Germany and its technical achievements were 
the result of a mass will and restored national pride. 
Although it was intended only as a temporary exhibi- 
tion hall, no cost or effort was spared in its building. It 
was said that 1,000 railway cars brought 100,000 tons 
of building material to Paris for the pavilion. It stood 
on the Right Bank of the Seine, in front of the Palais 
de Chaillot. The square tower, 215 feet high, was sur- 
rounded by 9 pillars, some with gold mosaics and red 
swastika patterns. Spotlights were cleverly hidden be- 
hind the pillars, which at night gave the impression of 
a huge crystal rising into the sky. Metal braziers in an 
antique style strengthened the sacred nature of this ar- 
chitecture. Thorak’s 23-foot statues of the family and 
comradeship, and the obligatory giant eagle, were 
complemented by another swastika over the door to 
make sure that the National Socialist symbols and 
message were understood. The overloading of National 


Socialist symbols continued inside on wallpaper, rail- 


ings, and stained-glass windows. 

Like his friend Arno Breker, Speer kept in close con- 
tact with some of the French artists, dining with Jean 
Cocteau and Charles Despiau at Maxim's. Part of the 
history the French also like to forget is an article that 
appeared in 1939 in the distinguished magazine L’Ar 
chitecture d’Aujourd’hut. \t is impossible to describe 
German architecture of today without referring to the 
one man who directs building and urban planning with . 
passionate interest. The man is Adolf Hitler. Indeed 
the Fuhrer who leads Germany to a new destiny is also 
the ‘architect’ who started his life modestly as a stu- 
dent in the Architecture Department of the Vienna 
Academy.” The author, Maurice Barret, continues: “Un- 
der the guidance of Adolf Hitler architectural and 
urban masterworks are being built everywhere. Their 
grandeur and technical perfection cannot be denied, 
although one might disagree about the taste."2! 

Speer also redesigned the German Embassy in Lon- 
don. But his biggest task, the rebuilding of Berlin, was 
yet to come. 

This is not the place to examine how this well- 
educated man from an upper-middle-class background 
became so caught up with the National Socialist 
movement. Seduced, according to his own account, by 
the personality of Adolf Hitler and by the opportunity 
to build, he accepted the concentration camps and de- ° 
portations, the banal and empty rhetoric, and the 
ludicrous aesthetic of the Nazi regime. Speer was not 
an outspoken ideologist of the Party, but he was am- 
bitious and German to the core. His attitude sums up 
that of many prominent artists, the Brekers, Thoraks, 
Riefenstahls: “| felt myself to be Hitler's architect. Po- 
litical events did not concern me. My job was merely 
to provide impressive backdrops for such events... . | 
felt that there was no need for me to take any political ° 
positions at all. Nazi education, furthermore, aimed at ~ 
separatist thinking; | was expected to confine myself to 
the job of building."22 

He might not have approved of Hitler's concentra- 
tion camps, as he always claimed, but he gladly 
accepted their inmates and organized the influx of de- 
ported foreigners whenever there was a shortage of 
labor on his sites. In his memoirs he has claimed that 
his ambition and his love and admiration for Hitler 
and Germany blinded him to the political implications 
of his buildings. There were far more innocent pro- 
claimers of public power. They too must be seen 
through the lens of Auschwitz, whose many inmates 
















































































Model of the German Stadium, Nuremberg. Architect: Albert Speer 


were forced to work on Speer's building sites. After the 
war Speer admitted that even if he had recognized 
Hitler's real nature, his role as Hitler's architect had 
become indispensable for him, for he saw in front of 
him the most exciting possibilities an architect can 
dream of 


BERLIN 

Hitler hated Berlin: it was not Vienna or Paris: it was a 
modern city with modern “horrors” built by Bruno 
Taut, Erich Mendelsohn, and Walter Gropius. “If Berlin 
suffered the same destiny as Rome did, then our fu- 
ture generations would consider the department stores 
of a few Jews and the hotels of a few societies the 
monumental buildings which characterized the culture 
of our days,” Hitler had written in Mein Kampf Berlin 
was to be totally re-formed. With its five million peo- 
ple it was to become the biggest and most beautiful 
capital in the world. Large, but still green, generous, 
and airy. In 1933 he listed the buildings he especially 
wanted for Berlin: an Olympic stadium and giant axis 
roads running from east to west and from north to 
south. 245 
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Above: 

Josef Thorak. The Family 
Sculpture in front of the German 
pavilion 


Top: 
International Exposition o 
banks of the Seine, Paris, 1937 
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Right: 


The Soviet (left) and the German 





(right) pavilions, International 


ee pts. Maas 
Exposition, Paris, 1937 








With increasing control and power, his interest in in- 
dividual buildings was overshadowed by an appetite 
or large construction schemes, which entailed the re- 
structuring of entire towns. In most of these Hitler 
ylanned a central axis and a large square designed as 
a parade ground. This was to be flanked by several 
arty buildings. The size of the projects mushroomed 
n inverse proportion to the country’s fortunes in war 


As Hitler's power diminished, the buildings increased 





n size 
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Above: 
Model of Tempethof Airport, 
Berlin. Architect: Ernst Sagebiel 


Opposite: 

Hall of Honor, Ministry of Aviation, 
Berlin, with an eagle designed by 
Douglas Hill. Architect: Ernst 
Sagebiel 





Hitler's involvement with the architectural plans for 
Berlin was again total. He visited the sites and took 


control. In 1934, his second year in power, he had 
mentioned for the first time a giant triumphal arch and _ 
an assembly hall for 180,000 people, both based on 
plans he had drafted in the late 1920s. In the same 
year he also initiated the building of Tempelhof Air- 
port, which was to be the most beautiful and largest 
in the world. The work of Ernst Sagebiel, it was a gi- 
gantic structure with over 2,000 rooms, built in only 
eight months. It was opened in 1935. Its facade, with a 
near-total absence of decoration, is military to the 
core. Panels of stone reliefs record the military heroes 
of the past. As the indefatigable Mrs. Troost reported, 
it had “grown out of the spirit of the Luftwaffe, tough, 
soldierly, disciplined.” 

On the whole, Tempelhof and, even more, the sec- 
ond Berlin airport, in Gatow, are modern in design. 
The hangars were the best examples of modern tech- 
nology and architecture at the time they were built. 
The air force, which considered itself the aristocracy of 

















the services, resisted the blatant National Socialist 
style and saw to it that their buildings were more 
modern in outlook. Not so the Ministry of Aviation, 
also built by Ernst Sagebiel in 1934 

Hitler had visited the Olympic site in 1933. In one of 
the suburbs of Berlin, the Griinewald Stadium had 
been built by Walter and Werner March between 1925 
and 1928 
immediately to enlarge it and in 1934 he commis- 


t was in a Neoclassical style. Hitler decided 


sioned Werner March to draw up plans for a stadium 
or 100,00 
Hitler laughed at the 1.5 million Reichsmarks set aside 


spectators. Money was again no obstacle 


or the original stadium. He immediately gave 28 mil- 





ion. Eventually the stadium cost 77 million marks, but 
Hitler considered any complaints niggardliness, and 
| shrugged them off with the remark that the foreign vis- 





itors to the games brought in half a billion 


For the new stadium, March had originally designed 





a concrete structure with glass partitions. When Hitler 
inspected the building site, he became very angry 
about the constricting partitions and threatened to 





cancel the games. He wanted a wide arena. March 


Cc 


nanged his plans 


The Olympic Stadium, like the Nuremberg Zeppelin 


-ield, was more than a mere sports arena. It was de- 


igned as a huge assembly place for hundreds of 


Ww 


housands to celebrate Nazi rituals and experience 





roup exhilaration. It was a place where the spectator 


go 


would become a participant. The monumental square 
in front of the main entrance to the stadium, which 
consisted of a massive paved concourse flanked by 
flagposts, spelled out the importance of the stadium 
as a great meeting place for Germans. The whole com- 


plex was laid out in a strict symmetrical pattern 





3esides the large sports arena there were adminis- 
tration buildings and a giant parade ground, the May 
Field, with terraces for 40,000 people, crowned by the 


255-foot Olympic Tower. Other towers, named after an- 








cient Germanic tribes or sites, emphasized the 


fortress-like character of the complex. Inside the 


Langemarck Tower, for example, there was a. memorial 





hall for the heroic dead, decorated with the 76 regi- 


mental flags which had flown at the historic Battle of 
Langemarck, considered the site of the first poison gas 
attack, in 1915, and the site of heavy fighting during 
World War One. It was yet another demonstration of 
the Party’s taste for death cults 

There was an open-air theater, the Eckart-Biihne, a 
Germanic fantasy version of an amphitheater of antiq- 
uity. The “German Oak,” as the architect March noted, 
“replacing the sacred olive at the entrance to the tem- 
ple of Zeus.” 

The great stadium was built of German stone, from 
Franconia. The Olympic flame, burning in one of the 
many braziers that were to become a National Social- 
ist hallmark, stood at the Marathon Gate. The 


decoration of the stadiums, with sculptures by Breker 


Olympic Stadium, Berlin. Entrance 
of the French team at the opening 
ceremony of the Olympic Games, 
1936 





and Wackerle, was Hitler's own idea. He also decided 
upon the names of the various towers and areas, 
which were peppered with giant sculptures by his fa- 
vorites and which were financed by the cigarette 
manufacturer Reemtsma 

The 1936 Olympic Games had been scheduled for 
Berlin prior to 1933. When Hitler came to power, he 


saw in this event a unique opportunity to play host to 


the world and to show Germany in the best possible 
light. When the new stadium was officially opened, in 
1936, Hitler presented his new architecture and the 
new German man. Gone were the calls for a “Blood 
and Soil” ethic, for the simplicity of country life. Berlin 
gave itself international and urban airs. Gone also 


were the ugly anti-Semitic slogans that defaced the 
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Olympic Stadium, Berlin. Opening 
ceremony of the Olympic Games, 
1936 
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Poster for Leni Riefenstahl’s film 
Olympia—Feast of the Nations 
1934 


Opposite: 

Olympic Stadium, Berlin. Closing 
ceremony of the Olympic games, 
1936 


walls. In front of a greatly impressed international 
crowd Hitler opened the games. And an international 
audience applauded, A choir sang the Olympic hymn, 
especially composed by Germany's most prestigious 
and famous composer, Richard Strauss. The receptions 
the Party bosses gave in their own homes for the inter- 
national visitors were sophisticated and brilliant. 

The Olympic Games had all the trappings of the re- 
gime, the showing of athletic bodies, the pseudo- 
religious ritual at the opening and closing ceremonies. 
The English were among the few who refused to ex- 
ecute the National Socialist salute, but the English 
reporters wrote positively about the new Germany. 
Leni Riefenstahl, the Party's leading filmmaker, made a 
film, Olympia—Feast of the Nations, in which the distinc- 
tion-between reality and art was abandoned. Images of 
enormous suggestive power celebrated the perfect 
body as the symbol of the perfect spirit. A magical cult 
of the pure and strong body was promoted to millions 
with the help and the skill of the new medium: film. In 


Riefenstahl’s opening sequence we see a naked runner 
bringing the flame from Greece to Berlin. In this scene 
Riefenstahl captured one of the stage tricks of the re- 
gime to perfection: the transposition of the antique 
ideal into the modern world. 

On January 30, 1937, Hitler handed the building of 
Berlin over to Speer, who, although only thirty-two 
years old, became one of the most powerful cultural 
figures in Germany. Hitler kept a close eye on all de- 
velopments. Goebbels reported enthusiastically: “At 
the Fuhrer’s to look with him and Speer at the new 
plans for Berlin. A fantastic conception. Calculated for 
20 years. With a giant avenue from south to north. It 
will have the representative buildings. In this way 
Berlin will be elevated to a leading capital. The Fiihrer 
thinks in a great and audacious way. He is 100 years in 
advance.”23 

The plan drew objections from the city, mostly 
aimed at the cost, and Mayor Lippert resigned. But in 
June 1938 Goebbels announced: “The new building 
program will begin June 17, on 16 sites. The most 
grandiose building program of all time. The Fiihrer has 
overcome all resistance. He is a genius.”?4 

Previous German chancellors had resided in the old 
Chancellery, dating from the first half of the eighteenth 
century and situated on the famous Wilhelmstrasse. 
Until 1918 various modernizations had taken place. 
Hitler had moved in in 1934 and considered it only fit 
for a manufacturer of cigarettes, with its exterior re- 
sembling a storehouse or a fire station. A long 
campaign to justify the building of a new Chancellery 
began. First Hitler claimed that the building was in ter 
rible condition. “In downpours,” he wrote, “a stream 
ran into the rooms at the ground floor, increased by 
the water coming from all possible openings, including 
the water closet. Since my predecessors could gener- 
ally count on terms lasting only three, four, or five 
months, they did not bother to clean away the dirt or 
to do anything so that the successor would have it 
better.”2° One can hardly believe that this was the 
voice of the Fiihrer of the great German nation. But 
the distinguished magazine Die Kunst im Dritten Reich 
did not forbear to print such conciérge-like outbursts 
of complaints that the Fiihrer included in the official 
justification of his new building plans. On the basis of 
Troost’s plans, he began in 1934 to modify the Chan- 
cellery, which included a reception room designed by 
Gall. Speer also was involved in these first alterations. 
Hitler paid for all this, he claimed, out of his own 


pocket. 
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Entrance to the Chancellery, 
Berlin, with the Party insigne 
designed by Kurt Schmid-Ehmen. 
Architect: Albert Speer 


Opposite: 

The map table (at left in the 
photograph of Hitler's study below, 
with view of the Chancellery 
garden 


The Ftihrer’s study, Chancellery, 


Berlin. Sculptures above the doors 
at rear designed by Richard Klein, 
eagle by Kurt Schmid-Ehmen 





But of course he wanted a place in keeping with his 
imperial rank. In January 1938 he commissioned Speer 
to enlarge the old Chancellery. He was obviously no 
longer embarrassed to order such extravagant exten- 
sions. In reality, his early sketches for the extension 
date from 1935. At the same time he had begun to buy 
the surrounding buildings. None of this was made 
public 

Hitler gave Speer only one year: “The cost is imma- 
terial. But it must be done very quickly and be of solid 
construction.”26 The urgency was also kept secret. 
More neighboring buildings had to be bought and part 
of the street pulled to the ground. In the end, Speer 
had only nine months to build. Even Hitler for once 
was amazed. He praised the genius of Speer and his 
outstanding organizational talent. Seven thousand 
workers toiled day and night in two shifts. Hitler as- 
sembled most of them in the Sportspalast and gave a 
pep talk: “| stand here as representative of the German 
people. And whenever | receive anyone in the Chancel- 
lery, it is not the private individual Adolf Hitler who 
receives him, but the leader of the German nation— 
and therefore it is not | who receive him, but Germany 


through me. For that reason | want these rooms to be 





in keeping with their high mission. Every individual 
has contributed to a structure that will outlast the 
centuries and will speak to posterity of our times.”?7 
Only part of the old Chancellery was kept, but not 
much remained visible. The new three-story Neoclassi- 


cal facade consisted basically of three sections, two 
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identical side wings and an important middle section, 
set back from the road. The middle section was slightly 
higher, but an ingenious optical illusion made all three 
parts appear the same height. The side wings con- 
tained the two general entrances: two pillared portals, 
each headed by the obligatory wreath of swastikas and 
eagles, 

The garden side was less severe and far more pleas- 
ing. The middle part was a giant portico. Steps led up 
to a large terrace with two bronze horses by Thorak. 
Behind the facade, marked by six pairs of fluted col- 
umns with bronze-gilded capitals, was Hitler's personal 
study, overlooking the garden, with a fountain, a 
wrestler with a bull by Louis Tuaillon, and a conserva- 
tory with a colonnade. The formal entrance for official 
receptions was on the other side of the building, on 
the Wilhelmstrasse. Here was a large double portal, 
with bronze doors leading to the large (223-by-85-foot) 
court of honor, a 59-foot-high atrium of gray marble, 
arge enough for cars to drive in and, if needed, to 
serve as parade ground. At the end of this impressive 
forecourt, under the open sky, stood Breker’s two 
statues The Party and The Army, flanking the entrance to 
he building proper. These guardians of the Chancel- 





ery and of the whole nation were eight times the size 
of the visitor. Ten steps led up to the entrance, formed 
by huge columns and crowned by the eagle and swas- 
tika, by Schmid-Ehmen. 

Hitler's two buildings—the Fiihrer Building in 
Munich and the Chancellery in Berlin—were seen, also 
in their architecture, as the logical progression of the 
National Socialist movement. “Two masterworks of the 
political rise to power... . The Fuhrer Building is a 
symbol of the newly found faith in a German fu- 
ture... . Troost's building with its Doric economy and 
severity shows the very image of the fighting Party. . . . 
In Speer's Reich Chancellery speaks the eminence and 
richness of a Reich which has become a super- 
power,”28 was the accolade of the architect Hermann 
Giesler to his younger colleague, who presented here 
his first complete building. He was compared to Gilly 
and Schinkel and even to Brunelleschi. 

The words that described the new Reich Chancellery 
were the same as for all the other buildings—a reitera- 
tion of the well-worn claims. The repertoire was 
limited, but its repetition worked on the masses. 
Newspapers and magazines described it, and it was 
shown also in the cinema. Hitler threw the doors open 
to prove to the world that Germany had arrived. The 
phrases about the “expressions of the will of the peo- 


ple” poured out. It was not the work of one man, but a 
communal effort with stones and marble from the 
whole Reich. It carried all the outward signs of Na- 
tional Socialist buildings—a heavy cornice and 
horizontal lines with rows of windows. Contemporary 
critics praised its “austerity,” its German character, its 
imposing Prussian style. It was supposed to suggest 
security and order. 

In contrast to the stark exterior was the flamboyant 
and theatrical interior, a reflection of the nouveau riche 
taste of Hitler and his decorators. “Walking through 
the rooms,” wrote one critic, “makes one feel as if one 
were seeing a magnificent play.”29 Inside, it was calcu- | 
lated to impress the visitor and to force him into a 
subservient mood, precious window dressing borrowed 
from a feudal society. Everything—the size of the 
rooms, the large staircases, the giant decorations, the 
chandeliers—was to broadcast that here people of a 
high order were at work. 

The arrangement of the rooms was very much like a 
progression: “the road to the head of the state.” The 
sole idea was to display highness and dignity in order 
that, as Giesler put it, “the visitor is forced to stride 
instead of merely perambulating.” 3° 

A marbled anteroom led to the mosaic hall, a room 
of gigantic proportions, its walls and floors of red mar- 
ble. The mosaic work was carried out by Hermann 
Kaspar and used all the National Socialist symbols. It 
led into a top-lit circular room, the Runde Raum. There | 
was a plan to adorn the round room with two sculp- 
tures by Arno Breker, Daring (Wager) and Reflection 
(Wager), a rather ironical verbal touch devised by 
Speer. Ultimately the round room had only two reliefs 
by Breker, Fighter (Kampfer) and Genius. It was also to 
have had three female nudes by Breker, Grace (Fos), 
Flora (Anmut), and Psyche, standing next to the Wager 
and Wager as symbols of fertility and love. 

From the round room, guests were ushered through » 
a long marble gallery nearly 500 feet long, 40 feet 
wide, and 33 feet high. This room impressed the 
Fuhrer especially, because it was twice as long as the 
hall of mirrors in Versailles. Hitler hoped to stun for- 
eign dignitaries who would have to walk 720 feet, the 


equivalent of almost three city blocks, to meet the em- 
peror. “On the long walk from the entrance to the re- 
ception hall they'll get a taste of the power and 
grandeur of the German Reich!” he remarked to his 
architect.?! 

Eventually the stunned visitors were led into the in- 
ner sanctum, Hitler's office. This was adorned with 














Court of Honor, Chancellery, 
Berlin, with Arno Breker's 
sculptures The Party (left) 
and The Army (right) 








Arno Breker. The Army 
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The mosaic hall, Chancellery, 
Berlin. Designer: Hermann Kaspar 





The door (at the right in the 
photograph of Hitler’s study) 
leading to the marble gallery, 
Chancellery, Berlin 
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candelabra and hung with tapestries. It was intimate in 
comparison with the other rooms. “One enters the 
room with humility because of the creative presence of 
the man who works in here, who lends the room its 
blessed peace. The furniture and decorations create a 
great sense of space.">2 This gallery, lit by 19 high 
windows, was to take Werner Peiner's large tapestries 
of German battles. For the time being tapestries from 
the Vienna Kunsthistorisches Staatsmuseum represent- 
ing the life of Alexander the Great had to do. Care was 
taken to make it look noble and dignified, rather than 
the result of a passing fashion. “Through the noble 
materials a serene but forceful color scheme has been 
found which the Fiihrer loves when he is working.” The 


doors were crowned by four gold panels representing 


» the four virtues: Wisdom, Prudence, Fortitude, and Jus- 











tice. History was spelled out in walls of polished wood 
and marble. Franz von Lenbach's Portrait of Bismarck 
hung over the mantelpiece. The Fiihrer’s desk domi- 
nated the room. ‘Great thoughts arise here, decisive 
conversations,” wrote one critic.?3 

Hitler's own quarters had a living room and a small 
dining room for fifteen people, the only spaces with a 
personal touch. They contained drawings by Schinkel, 
a painting by Kaulbach, and several small nude stud- 





ies by Josef Wackerle. The rest was a feast of 
ostentatiousness: a large reception room for the New 
Year's reception for the diplomatic corps, lit by huge 
chandeliers and garnished with tapestries; a dining 
room, and a cabinet room, completed the lavish inte- 
rior. A big conference room was never used except as a 
mere stage set like so much else 

The whole thing was a hodgepodge of historical 
power styles borrowed from the Doges’ Palace in Ven- 
ice and the temples of the Pharaohs. In its lavishness 
it was supposed to lend an eternal symbolic value to 
the regime 

While Troost’s buildings retained a certain severity, 
those done by Speer reflected Hitler's taste for over- 
bearing rhetoric. Today nothing remains of the 
Chancellery but a heap of rubble under a grassy 
mound. The destruction can be said to have begun in 
1940, one year after its inauguration, and the war then 
did the rest. The huge bronze doors were melted down 
in that year and turned into artillery. Winston Church- 
ill, in July 1945, walked through what remained of the 


building before it was razed. From its stones the Rus- 





sians built their War Memorial in Berlin Treptow 
Many of the foreign diplomats who had paid their 


respects to Germany's leader were angry when they 


The marble gallery, 
Chancellery, Berlin 


jeard about other aspects of Hitler's new city plan. He 
had decided to house all embassies in Grunewald, a 
eafy suburb away from the center of the city. The rea- 
son was that his designs required the destruction of 


nany embassies traditionally located in the center of 





Berlin. The plan was to build identical buildings for 
each embassy, so that they would line the avenue like 
soldiers. It met with unanimous rejection. Hitler was 
persuaded to modify part of his scheme; he agreed to 
erect the new diplomatic quarter in the old Tiergarten 
section near the Brandenburg Gate and the fashionable 


Unter den Linden boulevard 





The Tiergarten had long been the favorite part of the 





city, where rich burghers had their town villas. Several 
diplomatic missions had already been established in 
those large free-standing houses. A resettlement pro- 
gram began: the embassies of Switzerland, Denmark, 
Spain, Argentina, Yugoslavia, Czechoslovakia, Italy, and 
apan were to receive entirely new premises. Only Fin- 
and and France were to move into old buildings, 
converted for their new purpose. The Argentine em- 
sassy was never built—nor was the Czechoslovakian, 
yecause of Hitler's attack on the country in the sum- 
ner of 1939 

The most splendid embassies were those of Hitler's 
wo allies, Italy and Japan. The Imperial Japanese em- 
sassy was the work of Ludwig Moshammer, the 
sumptuous interior was by Caesar Pinnau. The pom- 


s0us building, with a porch formed by six colossal 








villars, was set in a prestigious part of the quarter 
“our buildings had to be demolished to make room 
or it 


The Italian embassy stood right next door. Six build- 








ings had to be demolished to accommodate it. Speer 
commissioned Friedrich Hetzelt to do the work. He 


was also to build the Italian Fascist Party building in 


Berlin, a present from Hitler to the Duce. The embassy; 


altogether a more elegant building than the Japanese 


one, paid lip service to Italian Renaissance palaces 





Most diplomatic buildings in the Tiergarten section 


were destroyed or badly damaged in the World War 





Two bombing. Ironically, the two most costly buildings, 


the embassies of the two Nazi allies, were chosen to 


form part of a much discussed reconstruction program 





during the Architectural Exhibition in Berlin in 1987 


Badly damaged during the bombing, the Italian em- 








Tea reception for boxing champion 
Max Schmeling and his wife, the 
actress Anni Ondra, in the 
Chancellery, Berlin 














Hitler (fifth from the left) at a ball 
in the reception hall, Chancellery, 
Berlin 1939 
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bassy was restored to house the Italian Consulate and 
a science institute. The Japanese embassy was almost 
faithfully reconstructed—a fact which aroused many 
protests—and serves today as the Japanese Center.?4 
In Berlin, too, Hitler oversaw the rebuilding of a 
number of public squares, like the Opernplatz, the 
Wilhelmplatz, and the Gendarmenmarkt. Several build- 
ings were erected in the official style, most notably the 
Aviation Ministry by Sagebiel in 1935-36, and the 
buildings surrounding the Fehrbelliner Platz, some of 
them built in 1931 by Emil Fahrenkamp (1885-1966). 
There were also the exhibition halls at the Funkturm 
(Radio Tower) by Richard Ermisch in 1934-36, with a 
Hall of Honor 130 feet high. They faced the Haus des 
Rundfunks (Broadcasting House), built from 1929 to 
1931 to the design of Hans Poelzig, an architect the 








The former Italian embassy in Berlin. Architect: Friedrich Hetzelt 





























National Socialists rejected. Ermisch’s buildings, like 
those on the Fehrbelliner Platz, are less rhetorical than 
most official buildings. They survived the war to con- 
tinue to be used in the same way as before 
In 1925 Hitler had sketched a triumphal arch and a 
| large assembly hall, both of which were to become the 
| symbols of the new Berlin. From 1934 onward he be- 
gan to talk about the total reshaping of the capital, 
| and he announced to the city fathers that during the 
| next twenty years he was willing to put 60 million 
| Reichsmarks a year into a Berlin building program, 
provided the town would match this sum with 70 mil- 
ion more. These were substantial sums, but little did 
he city know what Hitler ultimately had in mind. He 


oved Rome and Paris, and considered Baron 





Haussmann the greatest city planner of all time, but 
the new Berlin was to triumph over both capitals in 
size and splendor. 

The old nineteenth-century city, representing the old 
order, or disorder, was to be replaced by a city repre- 
/senting the new order. Under Speer, Berlin was to 


become the ultimate architectural realization of Na- 











The former Japanese embassy in Berlin. Architect: Ludwig Moshammer 


tional Socialist ideology. On Hitler's birthday, April 20, 
937, Speer presented his Fishrer with the plans. They 
carried a dedication, “Developed on the basis of the 

Fiihrer’s ideas.” Some 10-foot-high architectural mod- 
els were made, which, floodlit, stood in the garden of 


he Reich Chancellery. There Hitler indulged his fan- 





asies as the great artist-politician, the patron of an 
architecture which would outdo Babylon and Luxor 


One year later, again on Hitler's birthday, Speer gave 





him the first part of Berlin's Great Axis Avenue, 4 
miles long, flanked by 400 streetlights that he had de- 
signed. "The east-west axis which the shaping hand of 
our Fuhrer has cut through the chaotic development of 
the old city is an expression of his farsighted genius,” 
said a newsreel commentator.2? Bordered by the great 
official buildings of the Reich, this avenue was to be 


the highlight of the new city. Eventually it was to 





stretch over 30 miles from east to west and 25 miles 
from north to south. It would offer the imperial per- 
spective worthy of a great world power, ending in a 


colossal square with a triumphal arch and a complex 





of buildings. Hitler wanted the Axis Avenue in this way 
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Cast-iron streetlamps. to resemble the Champs-Elysées, which ends in the 
Drawing by Albert Speer great palace of the French kings, the Louvre. Hitler en- 
visioned instead a house of deputies bigger than any 
Cashion sireedamad: Baan: national assembly in the world. The dimensions of the 
Designer: Albert Speer, 1938 building, with seating for 1,200 deputies, would give 

an indication of the size of the new Reich that Hitler 


hoped to conquer. It presupposed a population of 140 
Street decoration in the Unter 
den Linden, Berlin, during 


204 Mussolini's state visit in 1937 that time 





million, almost twice the population of Germany at 


The triumphal arch was to span a distance of 285 


omphe but also the Eiffel Tower. On it the names of 
the fallen heroes of the Great War were to be 
inscribed 

| There was to be a Great Hall known as the Kup- 
pelhalle (“Kuppel” means dome) on account of the 
huge domed hall with a seating capacity of 180,000 








feet and rise 325 feet, dwarfing not only the Arc de Tri- 


| The cupola, based on a drawing by Hitler from 1925, 


_om 





would rise 1,050 feet. It was to be larger than the 
cupola of the Pantheon, which had served Speer as a 
model. Hitler was obsessed with a domed building 
and was rather upset when he learned that the Rus- 
sians were also planning a giant domed building to 
honor Lenin. The outside of the cupola was to be cov- 
ered in patinated copper. It was crowned by a 100- 
foot-high Eagle of the Reich grasping the world in its 


talons, symbolizing Hitler's role as ruler of the world. 
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Presentation of the model for 
the triumphal arch, Berlin 


Model for the Great Hall, Berlin. 
Architect: Albert Speer, 
after drawings by Hitler 
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Hitler's drawing for the triumphal 
arch to be erected over the 
Brandenburg Gate, Berlin, 1925 


Inside there was a three-tiered gallery and a circle of 
100 rectangular marble pillars. In huge recesses 
gleamed golden mosaics. The only other decoration 
was a single gilded sculpture of a German eagle with a 
swastika in its claws, 46 feet high, under which the 


Fiihrer was supposed to have his podium. For once he 


was to be dwarfed by his own megalomania 





AT eee 





ground canals. The fourth side was to be t 
Hitler Square, a new space for the annual 


square itself was to be flanked by more Pa 


ings. It was to be adorned with two giant s 


and 7ellus, carrying the world and heaven 


The Great Hall was to be surrounded on three sides 
by water. For this the river Spree was to be widened 
into a lake, and the river traffic diverted into under- 
ie Adolf 
ay Pa- 


rades, until then held at the Tempelhof Airfield. The 


nearly 65 feet high. They were Hitler's choices: Atlas 








spheres were coated in enamel, with the stars and the 


continents outlined in gold 


Albert Speer had thought to emulate Claude 
Ledoux’s and Etienne Le Boullée’s grandiose architec- 
tural projects for France. But in contrast to these 


eighteenth-century masters, he thought that his plans 


were technically realizable 





To make room for the Great Hall, whole streets were 
bulldozed. Speer began to construct a skeleton of a 
steel frame from which the shell of the dome would be 
suspended. A big sample of the concrete floor, which 


was supposed to support such a structure, was sunk 


y build- 


culptures, 


‘he two 








Model for a circular plaza, Berlin. Architect: Albert Speer 


into a plot of earth in the suburbs of Berlin to test its 
quality. This dirty gray slab and some drawings and 
photographs are all that remain today. For the vast Ad- 
olf Hitler Square, Berlin's old K6nigsplatz was covered 


in granite and enlarged to hold up to one million peo- 





le. The sculptor Arno Breker was asked to design a 
fountain 410 feet in diameter with a figure of Apollo 
reaching 20 feet into the sky. “Imagine my joy in creat- 
ing a fountain of that dimension | remained 
faithful to my Greekness and sketched Apollo with the 
chariot of the sun The main group of Apollo was 
ramed by four pillars of water, 50 feet high. Spotlights 
in the middle of the water pillar transformed them at 
night into giant silvery gleaming towers. On the edge 


of the huge basins stood, in the axis of the six ave- 





nues, six maenads in flowing robes, announcing, so to 
speak, the great event: the arrival of Apollo.”36 This 
was to be the showpiece of a new Germany, surpassing 
anything other nations could ever boast. 

On June 23, 1940, immediately after the “Armistice” 
in France, Hitler visited Paris for the first time. In a 
Mercedes sedan, Hitler, as usual sitting next to the 


driver, set out on a city tour with Speer, Hermann 





Giesler, and Arno Breker. A newsreel recorded the con- 


queror's flying visit in the early hours of the morning. 
They stopped at Charles Garnier's neo-Baroque Opera 
House, Hitler's favorite building. After that they passed 
the Madeleine and went on to the Trocadéro. Hitler 
stopped at the Arc de Triomphe and at the Panthéon. 
All the buildings were rather predictable tourists’ 
choices. The great edifices of Paris—the Louvre, Notre- 
Dame, the Palais-Royal—did not interest him. Only the 
sugary copy of a medieval church, Sacré-Coeur, held 
his interest. After the visit Hitler ordered a change in 
his architectural plans. “Our avehieeerune is too heavy,” 
he complained. “It does not know the play of variety 
and details.” The Arc de Triomphe impressed him 
particularly 

Back in Berlin he complained to Goebbels about his 
“living conditions,” and his minister noted in his diary: 
"This can’t go on, he lives like an impoverished coun- 
try aristocrat and at the same token he dominates 
Europe and Berlin is destined to become the central 
point of this continent.”37 

In his craving for status, Hitler wanted yet another 
Chancellery. He had already been formulating plans for 
it while the other one was still under construction. Of 
course, it had to outshine all the other great palaces 











of past emperors; Speer talked about an area of sev- 
eral thousand square feet. The long walk that had 
pleased Hitler so much in the old Chancellery was to 
be doubled in length. He declared that “whoever en- 
ters the new Chancellery should have the feeling that 
he is meeting the master of the world.” The new Chan- 
cellery was to have reception rooms and eight vast 
entertainment halls for thousands of people. There 
were plans for a private theater with seating for 400 
guests and a special box for Hitler. He could reach the 
great halls by special covered galleries from his private 
quarters. 

The costs mounted. Speer had estimated that all the 
new projects would devour 4-6 billion Reichsmarks; 
the Great Hall alone was to cost 2'% billion; the new 
Chancellery 750 million. By comparison, the one in the 
Wilhelmstrasse had cost a pittance at 138 million. But 
there was no one able to stop Hitler. He wanted more 
and more. He furnished a sketch for a monument to 
Mussolini: a Mussolini station that was to have a spe- 
cial hall for the arrival of heads of state. The people 
knew nothing about the horrendous costs. The enor- 
mous expense of these schemes was constantly 
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Model for the Hall of Soldiers, Berlin. Architect: Wilhelm Kreis 





Model for the Armory, Berlin. Architect: Hans Hermann Klaje 


justified by the employment they would provide and by 
the prestige they would bring to the nation, but Hitler 
reserved the power to veto anything to be built with 
government money. 

The new city Hitler planned was completely out of 
proportion, dehumanizing the people who lived in it 
Hyperbole knew no limits. Berlin was to be renamed 
Germania. Goebbels wrote in his diaries: “The projects 
are truly grandiose. They are of a dimension that will 
suffice for the next three hundred years. Their con- 
struction means that Berlin will be the metropolis of 
the world from the point of view of architecture as 
well.""38 

It was estimated that the building program would 
take twelve years to complete. In 1944 Goebbels 
boasted that 150 architects were feverishly making 
plans to turn Berlin into the biggest and most beauti- 
ful city in the world. There was talk of two new 
airports and a third airport in the lakes for seaplanes. 


The forest of Grunewald was to become a big center 
for leisure activities. Work began in 1938 and was 
stopped in 1942. Part of the east-west axis road was 
built; the rest remained on the drawing board. 


8 


THE ‘OTHER CITIES 

Hitler was an architectural dreamer, who, when faced 
with the total destruction of his Reich, still spent 
hours looking at his plans and at the models his archi- 
tects Speer and Giesler had made for him. They, too, 
dreamed extravagantly. Originally Hitler made master 
plans for Berlin, Munich, and Nuremberg. He relied on 
Himmler to find the necessary forced labor in his con- 
centration camps. By 1941, while the war was raging, 
twenty-seven other cities—among them Hamburg, 
Augsburg, Cologne, Minster, Hanover, Dresden, Bre- 
men, Linz, and Weimar—were supposed to be rebuilt 
as visible monuments to the new German Reich. Cities 
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Model for the Institute for War Technology, Technical University, Berlin. Architect: Hans Malwitz 








Moael for Adolf Hitler Square, Weimar. Architect: Hermann Giesler 


were given new attributes: Munich, “the Capital of the 
Nazi Movement"; Hamburg, “the City of Foreign 
Trade’; Nuremberg, “the City of the Party Rallies”; and 
so on 

In order to safeguard architectural unity, Hitler 
worked with only a handful of architects responsible 
or entire cities. Giesler looked after Weimar and 
Augsburg. Linz was entrusted to Roderich Fick. In 
dresden, Wilhelm Kreis (1873-1953) worked. “The 
whole of Germany from the noblest building of faith to 
the humblest farmhouse will grow together in an or- 


derly unit. A true image of a people united in their 





ideology and their will to work and to create.”3? 

The plans for the new towns were rigidly worked out 
and could easily be applied to towns of any size. Most 
were based on the grid system of a cross, with the 
Party buildings on a central axis. A Party monument, 
he administration building of the NSDAP, and an as- 
sembly square became obligatory for all towns with 
nore than 20,000 inhabitants. This central square was 


o be open, like a sports arena, not enclosed by 





houses as in the old towns. The National Socialists fa- 


vored large open spaces for their rallies. It is notable 
that the plans did not include the building of new 
churches. 

National Socialist architecture involved much more 
than a revival of monumental buildings to celebrate 
the powerful state. It meant total control of people's 
lives through architectural structure. Even concentra- 
tion camps followed a similar architectural scheme, 
thus giving a Fascist order to cities villages, and 
places of terror 

Salzgitter and Wolfsburg were only two of the cities 
built according to these new architectural principles. 
They were meant to be prototypes of the new city- 
scape and to look into the future; they did not have to 
disguise their economic importance behind quaint ver 
nacular facades. 

All over Germany buildings became more and more 
menacing. The disguised air raid shelters by Friedrich 
Tamms planned for Berlin in 1942 are only one of the 
many frightening examples. The Academy of the 
NSDAP at Chiemsee in Bavaria was never built, but it 
gives an idea of the architecture to come. Gerdy Troost 





i" 





wrote, “The Fiihrer forms with these buildings the im- 
age of the noblest characteristics of the German 
community. Architecture becomes the education of the 
new people.” This rigid monumental building was 
planned by Hermann Giesler. When the model was ex- 
hibited in Munich, the papers spoke of “yet another 


gigantic work of the National Socialist movement. Ac- 


cording to the will of the Fiihrer, the exterior of this 


building will be unique. Its style will reflect its role. 


Here National Socialist philosophy will be constantly , 
formed and reexamined. This building will guarantee 
the formation of a new type of German for all times."4° 
The vast complex, over 1,600 feet long and over nearly 
5,000 feet deep, was supposed to be erected along the 


. banks of a beautiful Bavarian lake. Above a socle 


would rise four floors with living quarters. A tower 360 


feet in diameter and 394 feet in height was to contain 


the huge communal hall and the reception rooms for 
the Fuhrer. The building was to have its own radio sta- 
tion and an observatory. The brutality of this 
architecture has seldom been matched. It inspired fear 


and fascination at the same time. 


The schemes meant to set examples for all major 
cities of the Reich remained cardboard and wood mod- 


, els, like so many of Hitler's dreams. The general public 


knew little of these grandiose plans. Just enough was 
leaked out to kindle the optimism of a people increas- 
ingly demoralized by the destruction that surrounded 


them daily. After Stalingrad, Hitler made few speeches. 





Gone were the large displays of power. He withdrew 
into the past. He spent days and nights making plans 
for Linz. Even before the war he had spoken about his 
dream of withdrawing from political life and retiring to 
Linz, the town of his youth. Sometimes he would 
sketch a large fortified tower in Linz that he wanted to 
have rebuilt as a youth hostel in memory of his “favor- 
ite playground as a poor pupil.” 

The idea of making Linz the capital of Austria, in an 
act of revenge against Vienna, had long been a dream 


of Hitler's. With the annexation of Austria the dream 


could become reality. If Berlin was to be the capital of 
the world, Linz was to be his own private capital, the 
place he wanted to retire to. Linz would become a cul- 
tural mecca, an ongoing festival of the arts. Hitler later 
played down his antagonism toward Vienna, but Linz 
as the cultural center became his favorite subject. He 
devised plans for the construction of a large theater, a 
concert hall devoted to Anton Bruckner, who was, after 
Wagner, his favorite composer. There would also be a 
special operetta theater, an opera house with 2,000 


seats, and a large Fuhrer Museum—all placed along a 
grand boulevard. Most of the buildings were to be 
based on his own sketches. 

At a dinner in Berlin on April 28, 1942, in the pres- 
ence of Speer and Martin Bormann, Hitler spoke about 
his plans to outshine Budapest and to make Linz the 
most beautiful town on the Danube. The river was to 
be built up in “a magnificent fashion,” with grandiose 
buildings and a triumphal arch. On one side there was 
to be an eighteen-floor hotel, with 2,500 beds reserved 
for the Strength Through Joy organization. Plans for an- 
other “Fuhrer Hotel,” in Italian Renaissance style, had 
been worked out between Hitler and Roderich Fick, 
down to the minutest detail. Municipal buildings and 
an Adolf Hitler School in Baroque style were to be 
built by Hermann Giesler. Guesthouses for the Party 
and a new town hall with a facade resembling the 
Vienna Opera House were also planned, as well as a 
Party house by Fick. On the other side of the river, 
linked by a suspension bridge, was to be an observa- 
tory with a vast cupola, by Wilhelm Kreis, “as a 
counter to the pseudo-science of the Catholic Church.” 
In it would be represented the three great cosmologi- 
cal conceptions of history—those of Ptolemy, of 
Copernicus, and of the Austrian engineer Hans Hér- 
biger. The interior of this edifice was to commemorate 
the ideas of Troost. There were plans for a district gov- 
ernment center, a place of assembly for 100,000 
visitors, and a festival hall to hold a mere 35,000. 
Hitler continued to sketch ad hoc plans for more and 
more buildings, often switching between architects. 
Speer and Bieber were asked to submit plans. “Linz 
cost an awful lot of money,” noted Goebbels in his di- 
ary May 17, 1941, “but it is so important to the 
Fuhrer.” 

Linz was also to have the largest art gallery in the 
world, the Filhrer Museum, a pendant to the Uffizi Gal- 
lery in Florence. Fick designed the building with a 
facade by Giesler. A library for it by Leonhard Gall was 
planned. Originally Hitler had wanted to make this a 
museum of the nineteenth century. As early as 1925 he 
had drawn up plans for a gallery with sixty rooms, 
each filled with the masters of his beloved period. His 
list included: Anselm Feuerbach, Wilhelm Leibl, and 
Hans von Marées. Adolph Menzel was to have five 
rooms for himself, and Arnold Bécklin and Moritz von 
Schwind three each. An inventory of 1940 lists 334 
works of the nineteenth century, all earmarked for Linz. 
But Hitler changed his mind. In 1939 he had ap- 
pointed Dr. Hans Posse, who perversely had been 





























Opposite: 

Model for the entrance tower of 
the NSDAP Academy, Lake 
Chiemsee, Bavaria. Architect: 
Hermann Giesler 


sacked in 1933 from his post as director of the gallery 
in Dresden, to look after the contents of the new mu- 
seum. Posse's task was to buy masterworks of earlier 
periods in Belgium, Italy, and the Netherlands. Rosen- 
berg in the meantime plundered museums and 
churches elsewhere in the occupied territories and 
confiscated artworks from Jewish families, while Himm- 
ler's Storm Troopers did the same in churches and 
monasteries in the East. Entire collections were taken 
| from Jewish families in Austria, Holland, and France— 
not only paintings but also furniture and silver. Most 
of it was destined for Linz, some went to other mu- 

} seums or was earmarked for Rosenberg’s fantasy: an 
NSDAP University for Aryan Art. 

This is not the place to deal with one of the great 
art plunders of all time. A few figures suffice. In 1944 
Robert Scholz, responsible for the special Rosenberg 
requisition force, drew up the balance sheet of the ac- 
quisitions: from March 1941 to July 1944, twenty-nine 
transports had brought 137 wagons filled with art into 
|the Reich. This was comprised of 4,174 crates contain- 
ing 21,903 works. Altogether, 100,000 works of art were 
taken; 30,000 were rescued by the Allied forces in 
1945, but much of it was destroyed. 





Above: 

Model for the campus of the 
NSDAP Academy, Lake 
Chiemsee, Bavaria 


Art theft on such a scale and sanctioned by Adolf 
Hitler made a mockery of the motto he had planned to 
put above the Linz Museum: “To the German people, 
that which belongs to it.”4! 

Dr. Hermann Voss, who had taken over from Posse, 
continued to buy. Hitler reserved for himself the right 
to buy from this group and also largely determined the 
prices. He thus purchased valuable paintings, among 
them works by Rembrandt, Cranach, Tintoretto, Wat- 
teau, van Dyck, Brueghel, and Leonardo da Vinci. In 
1943, 881 masterworks were acquired, among them 395 
Flemish paintings. 

Nearly 7,000 pictures destined for Linz were hidden 
in the salt mines of Alt Aussee to await the new mu- 
seum building. 

There were other plans for Linz. A new bridge was 
built across the Danube and finished in 1941; it was to 
have special bridgeheads by Fritz Tamms 

Hitler's plan had been to transform the town into an 
international metropolis, with a crypt in which he 
would be buried.42 Like plans for the other monuments 
in Linz, Hitler's plans for this great burial place did not 
materialize either. His final resting place was among the 
rubble of the bunker in a hastily dug hole in the ground. 


THE ORDER OF THE COMMUNITIES, IN MEDIEVAL TIMES, WAS DETERMINED BY THE NATURAL ORDER OF SOCIETY. TODAY TOO, OUR 
COMMUNITY DEMANDS A HEALTHY AND ORDERLY ORGANIZATION FOR OUR HOMES. THE NEWLY FOUNDED UNITY IN COMMUNAL 
LIFE AND COMMUNAL SPACE REFLECTS THE NATIONAL SOCIALIST REVOLUTION. THIS IS THE BASE FOR NEW HOMES AND NOT, AS 


SO MANY ARCHITECTS STILL BELIEVE, A VARIETY OF AESTHETIC IDEAS. . .. THE GERMAN LAND BELONGS TO THE COMMUNITY. THIS 
CALLS FOR THE PROTECTION OF THE HEIMAT [HOMELAND]. THE NATIONAL SOCIALIST PHILOSOPHY DEMANDS URBAN PLANNING 
ALONG THE LINES OF POLITICAL-GEOGRAPHICAL CONSIDERATIONS, AND WITH A FEELING FOR THE LANDSCAPE. 


—Der Deutsche Baumeister /7he German Master Builder), 1939! 














| | monumentalism was 


the style of official buildings, vernacular was usually 
























used for housing, and for the Party's youth hostels. The 
folksy, country village style fitted in with the precon- 
ceptions about landscape and a feeling for tradition. It 
also blended with the volkish idea. 

The National Socialists had turned against the big 
cities with their asphalt culture and urban decadence 
Big cities were international, sophisticated, open to 
the world; the places where modern art was made and 
enjoyed, a disorganized mix of heterogeneous na- 
tionalities and races. “Decadent” and “nigger-loving” 
were Hitler's favorite words to describe Berlin in the 
twenties. Salvation from the “sinful city” lay in the 
country with its farmers, its tradition, and its hand- 
icrafts. As in paintings, architecture too had to reflect 
this philosophy. Words like “home,” “faith, “nation,” 
and “family” took on magic mystical tones. 

Of course the animosity toward towns and the long- 
ing for country living were not solely a German 
phenomenon. Hitler's attack on the big cities echoed 
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feelings that were widespread in the nineteenth cen- 
tury. The National Socialists ardently promoted the 
many German writers who previously had celebrated 
the landscape and country life, including Annette von 
Droste-Hitilshoff, Conrad Ferdinand Meyer, Hermann 


Léns, and Adalbert Stifter. Their themes were usually a 








call to return to nature and a rejection of the Indus- 
trial Revolution and the spread of urban 
developments. The National Socialists distorted these 
feelings into a racially determined theory. The racially 
pure Heimat was celebrated in the Blubo (Blut und 
Boden—blood and soil) literature of R. Marlitt, Hedwig 


Courths-Mahler, and Kuni Tremel-Eggert. Their venera- 





tion of country life was played out against the 





background of German villages and farmhouses. 


Top and center: 
/ernacularstyle housing 
levelopments 
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Jpposite: 
‘Build Youth Hostels and 
camps."’ Poster 


Below: 


camp for Hitler Youth, Melle. 
Architect: Hanns Dunstmann 
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Housing became a political weapon. Like the other 
arts, it had to follow a prescribed style. The National 
Socialists developed the concept of community archi- 
tecture, an architecture that gave the feeling of 
belonging. Youth hostels, special training schools, and 
general housing projects were all to be built in a style 
promoting the feeling of naturalness and health. One 
of the leading architects of the new “healthy” settle- 
ments was Julius Schulte-Frohlinde. Convinced of the 
Germans’ unerring sense of a healthy, clear German 
style, he pleaded for the “expansion and preservation 
of a unified architecture, corresponding to National 
Socialist ideology." The small house, in particular, 
was “the seed core for the Volk.”3 Special attention was 
given to old farmhouses. They had to be mirrors of the 
German character. 

Robert Ley, together with the Labor Front and the 
German Heimatbund (Association of the Native Land), 
formed the Heimat und Haus (Native Land and Home) 
Society. It distributed books recommending approved 
rural styles for villages and houses. Books like Kraft 
durch Freude gestaltet das schéne Dorf (Strength Through 
Joy Creates the Beautiful Village), by Franz Gutsmied, 
demanded that villages be orderly and beautiful and 
follow a given pattern. There was to be the village 
square for meetings and a people's hall instead of the 
church as the spiritual center. Building new houses in 
the countryside for the poor, who lived in dingy city 
courtyards, became a potent propaganda weapon. Pro- 
paganda films never ceased to proclaim the new 
dream world of fields, meadows, and gardens for the | 
working man, “homes for the working man as they had 
never existed before, with generous and centralized 
planning everywhere.”4 The new housing developments 
were mostly an expression of the Reich's hostility to 
the city, their small homes reflecting a cozy wholesome 
world. “The German Workers’ Front fulfills a building 
program in line with the will of the Fiihrer. We create | 
homes which are in harmony with the landscape and 
which are traditional.”? 

Ramersdorf, a Hitlerdorf (Hitler village), was opened 
in 1934 in Bavaria as a model for the new vernacular 
architecture. It consisted of one hundred fifty single- 
family houses of unbelievable monotony. Yet the press 
did not tire of praising this achievement of blood and 





soil architecture. One hundred fifty villages were built 
of similar size and layout. The individual home with ie 
little garden was also seen as an invitation to create 
families and to encourage people to have children. The 
uniform pattern of this kind of home also helped to 
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Franz Weiss. The Seven 
Deadly Sins 


Franz Weiss. The Seven Deadly 
Sins. Detail: Gluttony, depicting 
British Prime Minister Neville 
Chamberlain (standing) and 
Winston Churchill 























overcome class differences, and to generate a life in 
peaceful preindustrial surroundings which would forge 
people into one loving and faithful family loyal to their 
Fatherland. Apartments in large residential blocks in 
the city could not bring that about. Here too the Na- 
tional Socialists found it easy to implement their 
ideas. Their rejection of the city and love for small 
_towns cashed in on popular attitudes and played on 
the desire of many to live in their own little house. The 
detached small home with its own garden was held up 
as the norm to which most people were encouraged to 
aspire. In this field, as in so many others, National So- 
cialist ideology revealed itself to be strewn with 
contradictions. While apparently giving people this in- 
dependence, it regimented their lives even more 
intensely. 

The Weimar Republic too had had a wide-ranging 
housing policy. Many settlements, the Siedlungen, were 
financed by the state to alleviate the housing shortage. 
They often employed famous architects, some of them 
defenders of the modern movement. The most famous 
ones were those designed by Le Corbusier in Stuttgart 

| and Bruno Taut in Berlin. Gropius and Mies van der 
Rohe were also involved in mass housing. They offered 
_the poor and unemployed decent places to live, often 
in small units, with a small plot of land 





The National Socialists did not reject out of hand all 
the work that had been done by these pioneers of 
modern architecture. In 1942 Hitler boasted that as 




















soon as the war was over he would build a million 
dwellings a year. Standardization of techniques should 
make it possible to build a house in three months. He 
was interested in block buildings with a communal 
garden inside to protect the children from the road 
Every house was to have a garage. Hitler was espe- 
cially interested in standardization of design. In 
conversation with Bormann he furiously attacked the 
varieties of electrical currents and the many different 
designs for washbasins as wasteful: they should be in- 
terchangeable, like spare parts for a car. Despite this 
modern outlook, the findings of the modernists were 
replaced everywhere by a cult of folksy buildings with 
thatched roofs, oak beams, and wooden balconies. It 
was a style borrowed from the vernacular architecture 
of southern Germany, a revamped and comforting pas- 
tiche of the past—a style that appealed to the taste of 
many of the leaders. 

The use of local craftsmanship helped to save on 
more costly materials such as steel and concrete, 

hich were needed for building motorways. Natural 


materials were also seen as effective camouflage dur- 
ing air raids. A gabled roof and a home crafted along 
the lines of the old handicraft traditions gave people a 
sense of security. Organizations like the Kampfbund 
fiir Deutsche Kultur had exploited these feelings years 
before Hitler came to power. Under the National So- 
cialists the pitched roof and shutters became powerful 
symbols and were used for their specialized propa- 
ganda value.® 

The houses in this Heimatschutzstil (literally, the style 
for the preservation of the homeland) were praised as 
“functional and beautiful.’ “Functional,” “simple,” 
“beautiful” became the key words for the style of pub- 
lic buildings forever repeated and elaborated. “Here, 
too, the principle of honesty has won the battle 
this distinguishes new houses from those of the turn 
of the century and from the ‘Sachlichkeit’ of the post- 
war years. They are, in their architectural laws, the 
expression of our feelings for life.”® 

The mass media continually depicted the whole of 
Germany as a huge building site. Actually, from 1935 
onward Hitler lost almost all interest in mass housing, 
leaving it increasingly to private enterprise, while he 
concentrated on the construction of his monumental 
schemes. The result was a rapid decline in the number 
of dwellings built, fewer than under the Weimar Re- 
public. Hitler's plan for standardized dwellings with 
large kitchens and bathrooms remained on the draw- 
ing board. The war stopped all plans for building 
domestic housing. Even Goebbels began to express 
doubts about the money spent to realize Hitler's mon- 
umental sites for Berlin and the lack of apartments for 
the working classes in that city. 

The many Hitler youth hostels were also built in the 
same traditional style, many with thatched roofs. The 
manual for the Hitler Youth proclaimed: 


The gable is a natural, practical, and important element of Ger: 
man architecture. It gives the feeling of homeyness especially in 
the country... . For the Hitler Youth Hostels the following guide- 
lines should be observed: If the groundplan is simple and clear, 
the roof should be the same... . A Hitler Youth Hostel must not 
show off with an artificial and extravagant roof, We want har 
mony with the landscape. If the village has long simple roofs, the 
Hitler Youth Hostel must not stick out like a horrible café; it must 
blend... . The flat roof is necessary in only very few cases, for 
instance, in very large buildings for festive assemblies. But in our 
villages Hitler Youth Hostels must not be built with flat roofs in 
order to attract attention or to appear modern.? 


They were not just places for shelter for the hiking 
youth; they were places to teach the new political 





Model dining room. ‘‘First International Crafts Exhibition," Berlin, 1938 


thoughts and to educate the young people in the new 
mental hygiene. It was planned to build at least three 
hostels in all cities with more than twenty thousand 
inhabitants. In layout and decoration they had to be 
“clear, simple, and solid.” The message was obvious 
They too had to reflect German values 

There were special holiday homes and Strength 
Through Beauty ships for the working population. The 
“Beauty of Work” office was also busy in this area. Un- 
der the headline “Healthy Life, Happy Working,” they 
created community halls and friendship houses for the 
workers to meet in after work. Factories were ordered 
to build special leisure centers for the work force. The 
aim was not only to create places of relaxation and lei- 
sure, but also to indoctrinate the workers and fuse 
them together into a willing group of compatriots. In- 
dividual holidays were not encouraged. The structures 


made use of traditional building materials and evoked 





traditional styles. It was all part of the total reshaping 
of people's lives. 

Along with the rejection of modern architecture 
came a rejection of the corresponding furniture. John 
Ruskin's and William Morris's calls for natural material, 
which was eagerly taken up by the Deutsche Werkbund 
and the Wiener Werkstatte at the turn of the century, 


were also taken up by the National Socialists and ex- 





aggerated. Designs for the interiors were also meant to 
blend with the vernacular style. Country furniture was 
copied. Medieval and Renaissance motifs flourished. 
Wood replaced the more streamlined chrome and 

steel. For the private home the regime recommended 
simple functional designs in good solid wood like pine | 
or oak—preferably German. Wrought-iron for lamps | 
| 
| 


was no room for the ornaments of the nineteenth cen-_ | 


and doors continued the handicraft tradition. There 


tury. Things had to be timeless, not dictated by a 
fleeting fashion 

The act of making things was seen as an act of 
cleansing the material world. The s&me words that 
were hurled against creators of modern art were now 
used to attack modern design. It was “playful, dec- 
adent, against natural material. It had torn the threads 
that linked us with the mysterious and alive world of 
raw material,” wrote Dr. Wilhelm Riidiger on the open- 
ing of the “Second German Architecture and Craft 
Exhibition.” Now every spoon, chair, or table had to 
eflect “the newly cleansed feeling for life, free of 
junk.” The new German craft had to be linked to the 


German race, not associated with foreign or Jewish | 





blood. 
The common word for applied art was Kunstgewerbe, | 


Gewerbe meaning craft as well as commerce. This was 














now replaced by the word Kunsthandwerk, a combina- 
tion of the word for art with the word for handicraft. 
“In the word Gewerbe rings the selling of art and the 
desire to make money with it. In the word Handwerk 
rings the making of things, the pious reflection during 
the process of working and creating.” 

This was a direct attack on the functionalism of the 
“Oriental” Bauhaus modernists, with their love for 
steel and modern man-made materials. Le Corbusier's 
idea of the house as a “machine 4 habiter’ was anath-, 
ema to the apostles of the rustic style. The making of 
things, like the act of creation, took on mystical over- 
tones. The working process with materials that were 
“given by nature” and “grown in nature” was more im- 
portant than the actual object. The made object 
became “a piece of nature, a bridge to the elementary 
world of creation itself.”!° 

Everything, even the most modern tools and pieces 
of furniture, had to be “transformed nature.” The mak- 
ing of things was seen as a mission. The 
transformation of nature meant conquest. The very act 


of making a chair or a table preserved nature and 
made it visible, gave it a voice. The act of creation 
gave the prime materials—iron, clay, wood—a “soul.” 

The decor of official buildings was very different 
from that of the simple rusticity preached for youth 
hostels and workers’ homes. Much of the so-called rep- 
resentative furniture was based on Hitler's own 
designs. But most of all it was the influence of Troost’s 
widow, Gerdy, and his partner, Leonhard Gall, that de- 
termined the interiors of the official buildings, Massive 
oak furniture, huge sofas, paneled ceilings and walls 
mirrored again the feudal tendencies of the rising 
clique. It was the look of hotel lobby design, with the 
emphasis on comfort 

The desire for opulence and a regal effect found its 
culmination in the jewel-studded trophies and cases 
for the Nazi insignia. 

Love for the country style was not confined to the 
populace; the leadership too built themselves country 
houses in the popular and rustic style of southern Ger- 
many. Hitler had acquired a small country house in the 

















Rendering of furniture for the Chancellery, Berlin 287 




































































































































Pigskin binding for Hitler's Mein 
Kampf and 2 document folder 


























Case for citation of military 
decoration. Blue pigskin with 


topazes and diamonds, set in gold 


Trophy for the Kiel Regatta, 1935. 
Designer: Richard Klein 


Pigskin book binding with gold and 
brass ornamentation. Designer: 
Otto Dorfner 


Bavarian mountains, of which he was extremely fond 
lere he would retire and be seen walking in leather 
shorts, Hitler's link with the Obersalzberg dated from 
he early time of the National Socialists’ struggle for 
dower. It was the journalist Dietrich Eckart who had 
hen introduced Hitler to this area. Many of his pro- 


jects were conceived here, many plans ripened here. It 





became Hitler's favorite place. He had become en- 





chanted with the landscape. So it came as no surprise 


when he decided to build a house here for himself and 





lis closest friends and allies. In Berchtesgaden, a 
small town on the German-Austrian border, a huge 


piece of land was reserved for the country houses of 


the Party leadership. The Obersalzberg was really the 


idea of Martin Bormann, Hitler's secretary and confi- 
dant. Despite the protest of the local residents, he had 
pulled down several old farmhouses and chapels to 
create a private enclave. The architect Roderich Fick 
designed most of the buildings in this Bavarian moun- 
tain resort. Bormann, Speer, and Goring also had 
country houses here. Most of them were linked by un- 
derground tunnels. A private road, several miles long, 
was cut into the mountain, guaranteeing privacy and 
protection in case of an attack 

Besides the four country houses there were barracks, 
a hotel for Hitler's guests, and a large housing complex 
for the employees. Thousands of workers toiled day 


and night on floodlit sites. The cost was tremendous, 








especially for the large road leading to Hitler's moun- 
tain. The road was open only to a few privileged 
people. In 1935 he decided to enlarge his modest 
house into a more impressive dwelling. Borrowing a 
drawing board and some architectural tools from 
Speer, he began to design his own home. The Berghof, 
as it was called, became his country residence, where 
he lived with Eva Braun and entertained his close 
friends. A luxurious chalet, it could be the setting for 


the reception of a few foreign dignitaries on a more in- 





timate scale than was possible in the Berlin 
Chancellery. The result was not, as he hoped, a stroke 


of genius, but a rather clumsy blown-up version of his 


small cottage. Hitler's pride was another display of 





quaint giganticism: the largest window in the world, 
capable of being raised and lowered like a portcullis, 
from which he looked at “his mountains.” 

Speer described the interior thus: “The furniture was 
bogus old-German peasant style and gave the house a 
comfortable petit-bourgeois look. A brass canary cage, 
a cactus, and a rubber plant intensified this impres- 
sion. There were swastikas on knickknacks and pillows 
embroidered by admiring women, combined with, say, 


a rising sun or a vow of ‘eternal loyalty.'"!! 





It was the embodiment of much of their architecture, 


pompous, spiessig (petit bourgeois), and pretentious 





Speer went on: “The Troost studio had furnished the 


salon sparsely, but with oversize furniture: a sideboard 


Berghof, Obersalzberg. Photograph 
Heinrich Hoffmann 
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over ten feet high and eighteen feet long which 
housed phonograph records along with various certifi- 
cates of honorary citizenship awarded to Hitler: a 
monumental classicist china closet; a massive clock 
crowned by a fierce bronze eagle. In front of the large 
picture window stood a table twenty feet long 

There were two sitting areas: one a sunken nook 

with the red upholstered chairs grouped around a fire- 
place; the other, near the window, dominated by a 
round table whose fine veneer was protected by a 
glass top. Beyond this sitting area was the movie 


projection cabinet, its opening concealed by a tapes- 





Hitler's study in the Berghof Photograph Heinrich Hoffmann 


try. Along the opposite wall stood a massive chest 
adorned by a large bronze bust of Richard Wagner by 
Arno Breker. Above this hung another tapestry which 
concealed the movie screen.” !2 
In the richly refurbished interior hung some of 

Hitler's favorite paintings of the Viennese school, An- 
selm Feuerbach’s Nana; a Carl Spitzweg, On the Road, 
wifh a label: "A present from the Hitler Youth,” pur- 
chased by Baldur von Schirach; an altar painting by 
Edward Steinle, a reclining nude by Titian, and a nude 
by Paris Bordone. The old German oak furniture, the 
heavy oriental carpets, the tapestries, the paintings— 


all aped the style and manners of the upper-middle- 
class bourgeoisie of the turn of the century. Mercedes- 
Benz cars and home movies completed the trappings 
of the parvenu ambience 

On the summit of Kehlstein, the peak which domi- 
nated the area, Hitler built himself a teahouse at a 
height of 6,500 feet. Nicknamed “the Eagle's Nest,” it 
was a private retreat. This remains today, a low 
fortress-like building of massive stone. To reach the 
Eagle’s Nest, the visitor had to walk through an arched 
tunnel built into the mountain. At its end was a 


domed rock hall. A gleaming polished elevator, of mir- 





ror and brass, whose luxury stood in total contrast to 
the rustic architecture, transported the visitor almost 
500 feet up onto the edge of the mountain. Here he 
would have had the feeling of coming into the pres- 
ence of the leader of the world, a man above the rest. 
By 1937 Hitler had begun his descent into isolation. 
He avoided personal contacts. The public image of the 
man—embracing children, talking to young people ina 
friendly and relaxed way—did not correspond to the 
reality. In this mountain retreat Hitler wrote his major 
speeches, often withdrawing for several weeks while 
doing so. The home movies of Eva Braun show him re- 
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laxing with a small coterie of Party friends and their 
wives. From time to time he allowed thousands of 
adoring visitors to see him, but most of the time he 
remained there with a few friends. The routine of the 
day was always the same; the friends hardly varied 
Albert Speer described a typical day, an account 
that sheds much light on the quality of life of a group 
of people who had set themselves up as the arbiters of 


a new culture, taste, and art 


Hitler usually appeared in the lower rooms late in the mornings 
around eleven o'clock. He then went through the press sum- 
maries, received several reports from Bormann, and made his 


net 


less monologues. The subjects were mostly familiar to the 
company, who therefore listened absently, though pretending at 
tention. Occasionally Hitler himself fell asleep over one of his 
monologues. .. . Later the company met again for supper, with 
repetition of the afternoon ritual. Afterward, Hitler went into the 
salon, again followed by the still unchanged company.!? 


There they usually saw a film, usually a standard 


work of German light entertainment, often a love 


story. Hitler was particularly fond of operettas. Later 





the film shows were replaced by sessions of listening 
to records. But here too the choice was rather limited 


Never Baroque or chamber music, or any symphonic 
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View into the great hall in the Berghof. Photograph Heinrich Hoffmann 


first decisions. The day actually began with a prolonged after 
noon dinner. The guests assembled in the anteroom. Hitler chose 
the lady he would take in to dinner, while Bormann, from about 
1938 on, had the privilege of escorting Eva Braun to the table; 
she usually sat on Hitler’s left... . The china was a simple 
white; the silver bore Hitler’s monogram. . . . The food was sim- 
ple and substantial: soup, a meat course, dessert, with either 
Fachinger mineral water or wine. The waiters, in white vests and 
black trousers, were members of the SS bodyguard. Some twenty 
persons sat at the long table. . . . Hitler sat in the middle, facing 
the window. He talked with the person opposite him, who was 
different every day, or with the ladies to either side of him. 
Shortly after dinner the walk to the teahouse began... . Here, at 
the coffee table, Hitler was particularly fond of drifting into end- 


works. Hitler was interested only in bravura selections 


from the operas of Richard Wagner 
In reading descriptions of these barren evenings 


within the top circles and Hitler's published lunch and 


dinner conversations, one begins to understand the 








narrow and philistine attitude of the leadership to the 
arts. Like the master, Hitler's entourage was without 
any international or cosmopolitan experience. Most of 
them were provincial. Few had ever crossed the Ger- 
man borders, except to conquer. They had very little 


higher education. Among the fifty or so Party leaders, 





only ten had been to college 








Goring's residence, Karinhall 


The great hall, Karinhall. 
Photograph Heinrich Hoffmann 


\ 




























Goring also had a luxurious hunting lodge, Karinhall 
in Prussia, fifty miles from the capital, Berlin. It was a 
suitable retreat for the commander of the Luftwaffe 
and minister of Hunting and Forestry. Karinhall 


(named after Goring’s wife) was also used as a private 





guest house for the National Socialist elite. It too was 








built in the quaint rustic style 


The architect Werner March has been commissioned to build a 
hunting lodge for... Hermann Géring. A complex task. The 
pure wooden building reflects the client’s link with the Nordic 
landscape. Everywhere signs of beautiful and healthy handicraft. 
/ndigenous pine wood. Bamboo and the color of the landscapes 
are in the traditional way of building. Local craftsmen made the 
furniture, using their own ideas and skill. The result is a harmo- 
nious ensemble with the forest, the lake, and a universally 
understood language of material. The humane way to build... . 
Inside is a large German hall with a fireplace as the focal point. 
Also a dining room, a library, two guestrooms, and the servants’ 
rooms. They form the simple arrangement. ... The building re 
flects the austere landscape, a test for the value of this 
indigenous architecture. 


Interior court, Karinhall. 
Photograph Heinrich Hoffmann 


It is ironical that Géring kept his art loot in this 
quaint decor. Karinhall housed the work of many so- 
called degenerate artists—among them, Marc, 
Gauguin, Munch—which Goring had confiscated. Dur- 
| ing the invasion of Poland, he amassed antique 
urniture and carpets. From Poland he brought back 
hirty Durer drawings as a present for his Fuhrer. In 
France, he personally combed the Louvre for suitable 
works of art. He loved art so much that in 1945 he of- 


fered to blow up Karinhall in order to prevent it fallin 
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nto the hands of the Allied troops. The collection was 


worth an estimated 500 million Reichsmarks 





Garden party for Mussolini, Karinhall, 1937 


With its overhanging thatched roofs and solid walls, 
imber pillars, and wrought-iron fixtures, Karinhall was 
ve foremost example of a rustic “Volkish style,” which 
ourished in the many youth hostels and special train- 
1g schools 


The most exotic flowering of National Socialist 





hought expressed through architecture were the Thing 


slaces and the Ordensburgen. Hitler's Ordensburgen 





Order Castles) were a strange mixture of styles echo- 


ing medieval fortresses and Tudor castles. Built in a 





remote area on a hill overlooking the landscape, they 





dominate the land like the castles of medieval knights 
The Order Castles became the homes of the Adolf 
Hitler Schools, elite institutions for the racially pure. A 
selected group of young men were to be educated 
there in the virtues of obedience, loyalty, honesty, 
strength, and fearlessness. There was no reference to a 


specific moral cause. It was Nietzsche's idea of the 





“blond beast.” In the name of virtue it prepared young 
men for a mission which ended with them walking 
over Corpses 

Originally planned to turn out a technically and ide- 
ologically trained elite, the schools fostered a closely 


knit community life. “The Party forms the human be- 





ing, leads him back to its true nature A 
celebration of the NSDAP or a visit of the Fiihrer to 
one of the Ordensburgen is such a gigantic and over- 
whelming event that architecture must try to be the 
worthy framework for such occasions of the declaration 
of faith.”'° The architecture reflected the schools’ 
crusade-like mission 

Hermann Giesler was commissioned to build Or- 
densburg Sonthofen in Bavaria. In his opening speech 


to the 1938 meeting of the architects’ chamber, as re- 





ported by the press, Giesler underlined that 


architecture has to be based on the [prevailing] philosophy of life. 
He compared buildings based on the egocentric, Christian philos- 
ophy with those of the Renaissance, with its idea of human- 
ism... . Only the artists who belong to that community, é.g., 
National Socialist artists, can fulfill the Ftihrer’s ideas. The totality 





of the style has won the day... . The main task of the new ar- 
chitecture does not lie in the building of fagades but in the 
ground plan. It is here that gigantic problems of a philosophical 
nature are to be solved. ... The pledge is for a monumentalism 


to which the Ftihrer leads us.!© 


Sonthofen is a mixture of vernacular style and mon- 
umentalism, a reflection of the two ideas that Hitler 
wanted to instill, especially in the youth—power and 
ove of nature. The architecture of these political train- 
ing schools, like their inhabitants, was earthy, serious, 
masculine, expressive of stately power through mas- 
sive construction that stressed horizontal lines with 
ong wings and colonnades. A massive stone tower 


nad no other function than to symbolize power. Every- 





hing became imitation in this rigid and imposing 





architecture, aping past centuries, pretending to be 
eternal fortresses against time and attack. Gigantic in 
proportion, brutal in their materials, these buildings 
showed off the ideology of the Reich. Its military style 
was the self-assertion of the Volk 


The Ordensburgen, like most youth hostels, had vast 


| assembly rooms adorned with the insignia of the 


Party. The head of the office of Visual Art in the Propa- 
ganda Office of the Party declared 


Painting and sculpture belong to our idea of a festive assembly 


| room.... There better than anywhere else they can speak about 


our present life, there they fulfill their greatest service. From cele- 
bration to celebration a unified community watches with 
heightened senses these pictorial representations of our philoso- 


| phy. Never before has painting had such a great task and 





Gothic study, Karinhall. Photograph 
Heinrich Hoffmann 
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Ordensburg Sonthofen, Bavaria. 


Architect: Hermann Giesler 





responsibility in the political life of a people. . . . The clarity of 
the architecture of those assembly rooms demands pictures of ec- 
static liveliness and the monumentality of healthy bodies. ... On 
these walls a new ideal of beauty can take shape. Only those art- 
ists who recognize and master the human body, those who have 
exercised it, are able to create healthy bodies. A pale imbecile is 
incapable of creating symbols of radiant beauty and magnificent 
strength. Only those who live between the light sunrise and the 
dusky evening, whose hands have been steeled in hard work, 
whose heads are clear, whose eyes are deep from the nights of 
waking, have a right to create for these assembly rooms.!7 


The German decor with echoes of the past, the ritual 
of the events, all helped to forge a feeling of commu- 
nity and to extinguish any feeling of the individual 
who might doubt, question, or even rebel. The Party 


looked after you 




















Assembly hall, 
Ordensburg Sonthofen 


Two other Ordensburgen were built in Vogelsang, in 
the Eifel, and in Créssinsee, in Pomerania, the eastern 
part of Germany 

The Ordensburg Vogelsang was designed by Clemens 
Klotz. A solitary tower rises above a long four-story- 
high stone building. An inscription reads: “You are the 
nation’s torchbearers, you are the light of the spirit— 
forward into battle.” There was a ceremonial hall, a 
hall of honor, and a community building. The parade 


ground, called “the Place of Solstice,” was decorated 








with Karl Albiker's giant nudes. In the Eagle's Court- 
yard stood a large stone eagle by Willy Meller. Some 
of the extensive buildings were never finished. 

The Ordensburg in Crdssinsee was a complex of 
rustic stone buildings with thatched roofs. And there 
were all the other paraphernalia of Nazi symbolism— 
the braziers, the carved eagles 

Few Germans ever saw the Ordensburgen but they 
were widely featured in photographs and literature 


Sonthofen, Vogelsang, and the Falkenburg in 


Parlor, Ordensburg Sonthofen 
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Willy Meller. Torch Bearer. 
Ordensburg Vogelsang 





Eagle Court, Ordensburg 
Vogelsang, Eifel. Architect: 
Clemens Klotz 





Créssinsee were only the beginning of a program of 
many elite schools to come. Hitler asked Robert Ley to 
continue to build fortresses in which he could form a 


hard group of fearless young men, brought up in the 



















chilling system of what he called an elite education 


When these boys have joined the organization at the age of ten, 
they will experience—for the first time—a breath of fresh air 
(e.g., authority and obedience). Afterward, four years later, they 
will join the Hitler Youth movement. We will keep them there for 
a further four years. Then we will not hand them back to those 
who produced the old class system, we take them immediately 

, into the Party, into the Labor Front, the SA, or the SS. And after 
two years there they will be put into the Reich Workers’ Service, 
for a six- to twelve-month stint under the symbol of the “German 
spade.”’ Then the army will drill them for two years. And when 
they return we take them immediately again into the SA, the SS, 
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Hitler Youth 





Dining room, 


= sa ounanian = a ; Ordensburg Créssinsee. 


BEE Rese = = Architect: Hermann Giesler 
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a... National Socialist movement and its philosophy 


did not set off a revolution that started at a given mo- 





ment. It was the bitter consequence of a cultural and 
sociological development that began long before Hitler 
came to power, and nowhere is this gnore evident than 
in the arts. We cannot isolate the twelve years of Na- 
tional Socialist rule from the history of our century; in 
the same way we cannot treat the art created between 
1933 and 1945 in isolation. Most of the ideas ex- 
pressed in National Socialist cultural politics had 
established roots long before 1933. Despite the nar- 
rowing of minds that followed the elimination of the 
avant-garde, Hitler's election did not represent a new 


departure 











It is widely assumed that the National Socialists in- 
vented a style and an art unmistakably their own. But 
they did not. They borrowed freely from all possible 
sources. Very little was produced as a result of per- 
| sonal discovery. Most of it was hijacked from a 
| carefully restricted store of art history, and it brought 
illusion to millions who enjoyed the deliberate stage 
| management of so much evil. 

Hitler never tired of proclaiming that Germany was 
at the threshold of a new Renaissance. Yet the Nazis 
did not break new ground except in their cruelty and 
disregard for everything human. There was no “power- 


| ful beginning.” As in the other arts—literature, theater, 


film, music—most paintings, sculpture, and architec- 


ture the Third Reich produced was of pitiful 
mediocrity. Hitler had turned the clocks back. The cul- 
tural motivation of the masses did not produce new 
talent. Every utterance, every article, every catalogue 
tells the same story. It was a period in which, with 
very few exceptions, only the second- and third-rate 
flowered. 

How are we to judge this art? The eye of the art his- 
torian is not enough. Our emotional response to the 
art produced under Hitler is overshadowed by history; 
this makes it impossible to divorce aesthetics from 
their political context. Today, with all the knowledge 
we have of the horror of the Third Reich, it is impossi- 


ble to look at these pictures without remembering 
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their actual function. Which is ironically what the Nazis 
intended. Our suspicion that a wicked regime produces 
only inferior art is legitimate and widespread. There is 
evidence for this when faced with the overwhelming 
mediocrity of the artwork which was exhibited 

The corruption of the artists had much to do with 
the publicness of their art. The official support system 
did remove the artist from the necessary abrasiveness, 
the rough and tumble. As a result the creative impulse 
was sadly lacking. What was missing was a driving 
force, the energy which could only come from conflict, 
and from a burning desire to break with old habits. 
There was no artist who was encouraged to stir up 
“minds and hearts,” as Goebbels and Hitler had vowed 
to do. Artists were called upon to celebrate something 
which did not exist: a thousand-year Reich. 

There was no development during these twelve years 
either, just endless repetitious displays so that in the 
end the boredom became palpable. The emphasis on 
technical proficiency and the minute execution of de- 
tail was meant to guarantee eternal value and 
authenticity, but it led in most cases to monotonous 
routine. Out of the bombastic proclamations, German 
artists made works which supported a megalomaniac 
ordinariness. With the exception of the writers Ernst 
Junger and Gottfried Benn, there were no figures who 
retained an international stature. 

The people who left were the people of ideas. Al- 
though not all were brilliant practitioners of the arts, 
they were exceptional in what they stood for. Real art 
was made outside of Germany by those Germans who 
bravely had turned their backs on a regime which be- 
trayed humanity and civilization. 

In this climate the choice between traditional or 
modern art became a political one. On a political level 
the controversy between realism and abstraction lasted 
well into the postwar years. However, the idea that ab- 





stract art stood for progress and representational art 
for conservatism is as misleading as the idea that the 
artist's preference for one or the other implied an act 
of political allegiance. The polarization of these two 
categories of artistic debate is too simplistic and can- 


not be used to explain Fascist art. The dictum of the 
art historian Will Grohmann, who said that “after 
Auschwitz the painting of the human body is no longer 
possible,” is a moving declaration of faith, but wrong 
because it questions the moral attitude of the figura- 
tive painter. 

The advent of postmodernism has led several peo- 
ple to give some credibility to the architecture of the 
Third Reich and assign it some merit. While the con- 
struction of the motorways and some buildings does 
demand a certain respect, architecture in general be- 
trays the same lack of creative invention as the other 
arts. The buildings represented absolute authority. 
They were meant to secure Hitler's power for all time. 
As a vehicle for self-assertion, National Socialist archi- 
tecture was mostly an instrument of self-glorification. 
By denying any real pluralism and censoring any real 
exploration, the leaders ensured that everything would 
conform to old-fashioned ideas. Very little built during 
the Hitler years had any feeling of joy or spontaneity. 
As in the visual arts, there was no humor, no irony. 
Most of the architecture was blank and orderly, stand- 
ing like obedient soldiers whose role was to impress 
and to intimidate. It expressed the permanence of 
power over people. Man was crushed by its monu- 
mentality and reduced to an insignificant prop. 

Many people have tried to define what is specifically 
Fascistic about Hitler's buildings. Does not the same 
question arise about the Capitol in Washington or 
some similar Neoclassic buildings? Is the Reich Chan- 
cellery more authoritative than the Capitol? Is one 
monumental and the other merely colossal? Here too, 
as in the other arts, aesthetic questions are not 
enough. It cannot be seen simply as a more brutal or 
larger variation of Neoclassicism. The question of what 
is Fascistic about the architecture of the Third Reich 
can be answered only by looking at the political phi- 
losophy which brought it about. 

What is frightening about all these works of art is 
not so much what was Fascist about them, but what 
was normal, a normality which pleased so many. Look- 
ing at the mediocre and undemanding art on offer, one 
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can but wonder if the popularity of the regime was 
based on the fact that it provided a mass art which , 
corresponded to what most people liked, a pleasant, 
reassuring art free of anything esoteric or disturbing, 
art which gave answers and did not ask questions. Art 
as the affirmation of a better world has always had its 
supporters. New art always meant uncertainty, a ques- 
tioning of the status quo. There is no doubt that the 
masses and the National Socialist leadership had the 
same taste. The Fiihrer and his people liked the same 
art. Many saw in this the justification of the Party's 
cultural politics. It led to a collective regression. Na- 





tional Socialist paintings, sculptures, and architecture 
were popular because they seemed to express what 
most people expected from art. “They were,” as the 
critic Adolf Dresen stated in 1938, “pictures which 
came nearest to a ‘weltanschauliche Sehnsucht,’" a 
metaphysical longing 

The aversion to modern art and architecture felt by 
many people was, and still is, a universal phenome- 
non. The petit-bourgeois world saw beauty and truth 
as a protection or a shield behind which they could 


| shelter. It was this attitude which favored a strong au- 


thoritarian state instead of a liberal one, an attitude 
which defended traditional values and set moral and 
aesthetic standards. A world for the philistine who re- 
jected any radical change. And it produced an art at 
the service of popular opinions, an art that was mor- 
ally clean and sensible, something for the man in the 
street. It is this self-satisfied attitude, this sheltering 
from reality, that paved the way for Fascism and made 
it possible. “We don't want in art anything which does 
not exist in life,” Goebbels had claimed. But when he 
said “life,” he meant only what the National Socialists 
considered to be “life.” There was no room for real life, 
only the manipulated and fabricated lie which they 
considered life—a life of healthy bodies. It was this 
lack of imagination, and unwillingness to acknowledge 
the evil and destructiveness that exist in life, which lay 


| at the root of what was to follow. 


More than just cities have been destroyed—a whole 
intellectual era and many concepts, like conservatism 


and idealized Fatherland and military honor, have been 
destroyed as well and changed forever, and with it a 
whole intellectual tradition 

Was National Socialism a typical German phenome- 
non growing out of a special German mentality prone 
to love authority and arrogantly seeing itself above the 
rest of the civilized world? For fifty years people have 
been trying to answer this question. Certainly Fascism 
was more radical in Germany than in other countries, 
and more absolute. Italy and Spain did not persecute 
their artists the way Germany did. But no rational ex- 
planation is possible for the fall of an entire nation. 
Economic crisis, inflation, the Versailles Treaty, middle- 
class fear—nothing suffices to explain why so many 
succumbed to the fascination of Fascism in Germany. 
Even less so can human beings grasp or explain or un- 
derstand Auschwitz. Golo Mann spoke about “the 
raging water which engulfed everything,” as if National 
Socialism was a kind of natural catastrophe. Theodor 
Adorno's studies on the authoritarian society, Mar- 
cuse’s essays on culture and society and Eros and 
Civilization, as well as Wilhelm Reich's The Mass Psychol: 
ogy of Fascism have all tried to explain the Hitler 
phenomenon. The question still remains: How was 
Auschwitz possible? 

It is not a question of who was a member of the 
Party or who knew what. It has been proved that most 
people did not know anything about the atrocities of 
the camps, a damning fact which is made up of lies, 
political blindness, and human indifference. Even if the 
phenomenon of National Socialism cannot be fully 
grasped, the civilized world must never cease to ask 
what kind of people and what kind of society made the 
horrors possible. We must never forget that the people 
who went along with this kind of middle-of-the-road 
art at the same time went along with the 
Weltanschauung which—known or unknown to them— 
led to mass murder. As the ultimate verdict stands the 
irrefutable fact that the philosophy of one man, and 
the willingness of almost an entire people to follow 
him, led to the death of fifty-five million human be- 


ings of many races, colors, and nations. 


APPENDIXES 


CHRONOLOGY OF ADOLF HITLER'S LIFE 
BEFORE THE CHANCELLORSHIP 


April 20, 1889 Hitler is born in 
Braunau, Austria 
1900 He enters high school in 
Linz, Austria 
1909 He goes to Vienna 





1913 He goes to Munich 











1914 e joins the German Army 

1918 He returns to Munich 

1919 He joins the German 
Workers’ Party 

1920 Hitler becomes propaganda 
chief of the Party and makes 
his first major public speech 
in the Hofbrauhaus in Munich 

February 1920 The National Socialist German 


Workers’ Party (NSDAP) is founded 


Hitler designs the National 
Socialist flag with a swastika 
Party acquires a failing 
anti-Semitic newspaper, the 
Vélkischer Beobachter 
1921 Rudolf Hess and Hermann 
Goring join the Party 
The German Workers’ Party 
becomes the National Socialist 
Workers’ Party 
November 1923 The abortive NSDAP putsch 
takes place in Munich 
February 1924 Hitler is convicted of treason 
and sentenced to 5 years’ 
imprisonment in the fortress 
of Landsberg 


National Socialist Workers’ Party and 


newspaper banned 
Hitler writes Mein Kampf 
(first volume published 1925) 
December 1924 Hitler is released from prison 
1925 Joseph Goebbels joins the Party 
The Vélkischer Beobachter resumes 
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1926-29 


1927 


1928 


1929 


1930 


193] 


1932 


January 30, 1933 


publication with an editorial 
by Hitler: “A New Beginning” 
By year's end the Party has 
27,000 members 

Hitler renounces his 

Austrian citizenship 

Hitler organizes the Hitler 
Youth Group, forms the SA and 
SS, and establishes special 
groups for women and 

artists within the Party 

Party headquarters are set up in the 
Braunes Haus in Munich 
Hitler's royalties from 

Mein Kampf enable him to 

buy a villa at Obersalzburg 
Party membership now 49,000 
Hitler writes the second 
volume of Mein Kampf 

in Berchtesgaden 

He is permitted to 

speak in public again 

Party membership now 72,000 
The first Party rally is 

held in Nuremberg 

Party membership now 108,000 
Party Membership now 178,000 
Party membership now 810,000 
107 delegates elected 

to the Reichstag 

President von Hiadenburg receives 
Hitler for the first time 

Hitler runs for president: 

11 million vote for him; 

18.5 million for Hindenburg 
230 National Socialists are 
elected to Reichstag; opposition 
to Hitler is divided: 
conservatives and Social 
Democrats fight each other 
Hindenburg appoints Hitler 
Reich Chancellor 











THE CULTURAL CHAMBERS 





The Chamber for the Visual Arts includes the 
following areas of activities: ; 
|. The creation of culture: architects, landscape ar- 
chitects, painters, designers, sculptors, graphic 
artists, decorative arts craftsmen, decorators 
2. Reproduction, preservation, and care of culture: 
copiers and restorers 


3. Spiritual and technical dissemination of culture: 


art and antique dealers, art publishers (books 
and printing), advertising, art associations, dec- 
orative arts associations, the Lutheran 
Association for Christian Art, the Catholic Asso- 
ciation for Christian Art 

4. Art education: academies 


/n Dr. Gerhard Menz, Der Aufbau des Kulturstandes 
(The Structure of the Cultural Profession), Munich / Berlin, 
1938, p. 30. 


QUESTIONNAIRE 


First and last names: 

Date and place of birth: 

arital status: 

First and maiden name of the wife: 





s the wife of Aryan origin? 
Are you a member of the NSDAP? 
Since when and membership number? 
Which part of the NSDAP do you belong to? 
Since when and number? 
Which political parties did you belong to? 
And during what period? 
Were you a member of the Black Red Gold Vet- 
erans’ Organization? 
If yes, when? 
Were you a member of the Republic Civil Ser- 
vants’ Association? 
If yes, when? 





Did you belong to the League for Human Rights? 
If yes, when? 
Did you belong to the Bible Association? 
If yes, when? 
Do you belong to an Order (Lodge) or a similar 
organization? 
If yes, which one, and when? (The Order of the 
Druids and Schlaraffia are covered here.) 
Which rank did you hold? 
Did you have a leading role? 
If yes, which one? 
Have you ever been sentenced for 
a) Political reasons? 
b) Others? 


/n Dr. Gerhard Menz, Der Aufbau des Kulturstandes /7he Struc- 
ture of the Cultural Profession), Munich/ Berlin, 1938, p. 30. 


THE LITTLE PROOF OF RACIAL PURITY 


The little proof of racial purity, which members 
have to bring, must include birthplace and 
birth date of the four grandparents. We 
recommend that all members purchase a 
forefathers’ pass, which can be found in all 
bookshops. 


Mitteilungsblatt Der RKdbK, February 1937, p. 3. 
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ABBREVIATIONS 


BdM 


DAF 


GDK 


H| 


KdF 


KiDR 


NSDAP 
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(Bund deutscher Madchen): Association 
of German Girls 
The girls’ section of the H] (see below) 


(Deutsche Arbeitsfront): German Labor Front 
An organization formed by Robert Ley, head 


of the government's labor department, to 
replace the banned workers’ unions 


(Grosse deutsche Kunstausstellung): “Great 


German Art Exhibition” 

(Hitler Jugend): Hitler Youth 

Founded in 1936 by Baldur von Schirach 
(Kraft durch Freude): Strength Through Joy 
A section of the DAF whose task was to 
organize the holidays and leisure time of 
the working classes 

(Die Kunst im Dritten Reich): Art in the 

Third Reich 

A monthly art magazine. After 1939, the 
title was changed to Die Kunst im Deutschen 
Reich (Art in the German Reich) 

(National Sozialistische Deutsche Arbeiter 
Partei). National Socialist German Workers’ 


Party (Until February 24, 1920, the DAP 
|German Workers’ Party]) 

~(Reichskammer der bildenden Kiinste): Reich 
Chamber for the Visual Arts 
(Reichskulturkammer): Reich Culture Chamber 


RKdbK 


RKK 

SA (Sturmabteilung): Storm Troopers 
A paramilitary troop of the NSDAP, founded 
in 1921 

SS (Schiitzstaffel): Internal Security Force— 
blackshirts 
Arm of the NSDAP founded in 1925, and 
from 1929 the responsibility of Heinrich 
Himmler. An important and ruthless security 
system to control the “final solution” 


The term Third Reich was coined not by a National 
Socialist but by a conservative revolutionary, Arthur 
Moeller van den Bruck, a vehement anti-Nazi who 
committed suicide in 1925. He wanted a third Reich to 
follow the first Reich (up to 1806, The Holy German 
Reich of German Nationality) and the Wilhelminic 
Kaisers’ Reich, the second Reich. 
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depicted, /8, 19, 42, 43, 90-91, 95, 
122, 171-73, 208, 209, 224, 242, 260- 
61; educated middle class and, 38, 
39, 91, Frederick the Great and, 230, 
233; on the Jewish people, 10-11; 
King Ludwig | and, 94, 230-33; 


music and, 45; in Paris, 268; as 
patron of art/architecture, 115-17, 
163, 263; on race, 48; rebuilding 
Berlin, 245-75; theatricality of, 76— 
77, 82-91; 90-9] . 

Hitler (Einbeck), /7/; (Triebsch), 224 

Hitler at the Front (Scheibe), 173 

Hitler Youth Movement, 35, 301; 33, 
86, 279, 301; Baldur von Schirach 
and, 35; hostels, 285; Walter Flex 
and, 35. See also Adolf Hitler 
Schools; youth movements 

Hofer, Karl, 52, 57, 60, 65 

Hoffmann, Heinrich, 208; photographs: 
90, 91, 208, 290-97 

Homecoming from the Eastern Front 
(Eisenmenger), /07 

Hommel, Conrad, 99, 172; work: The 
Fuhrer... , 105; General Field 
Marshal... Goring, 99 

homosexuality, 38, 179 

Horn, Walter, 115, 118, 136, 137, 148, 
159, 164; on sculpture, 175 

Horse Tamer (Wackerle), 203; 192 

House of German Art, Munich 
(Troost), 93-94, 118, 159, 162, 193, 
203, 205, 237, 238; 236 

House of German Law, Munich 
(Bieber), 237, 238; 238 

House of German Medicine, Munich 
(Fick), 237 

House of German Sport, 203 

housing, 76, 277-96; 279, 290-97, 
developments, 32, 215, 280-85; 32, 
279, Hitler and, 285; as political 
instrument, 280; Weimar Republic 
and, 285. See also Weissenhof 
Siedlung 

Hoyer, Hermann Otto, 116; work: /n the 
Beginning Was the Word, 172; 172; SA 
Man Rescuing Wounded Comrade... , 
19 

Husband and Wife... (EggerLienz), /39 


/m Terror des Kunstbolschewismus (Feistl- 
Rohmeder), 33 
Impressionism, 29, 33, 97; German 


landscape painting and, 130 
In the Beginning Was the Word (Hoyer), 
12s f72 
In the Steelworks (Kampf), 170 =F 
/nfantry (Werner), 158 





Institute of War Technology, Berlin 
(Malwitz): model, 27/ 

intellectuals, 67, 68; persecution of, 53; 
seduction of, 53-56 

interior design, 287, 291-92; 254-55, 
258-59, 264, 286, 292-94, 297, 
299-301 

International Exposition, 1937, 
Paris, 247 

/ronworker (Winkler), /87 

Italian Embassy, Berlin (Hetzelt), 260— 
62; 262 

Italian Futurist Exhibition, Berlin, 
1933, 56 


Jackel, Willi, 134; Plowing in the 
Evening, 137 

Jahn, Turnvater (Friedrich Ludwig), 38 

Janesch, Albert, 64; Water Sports, 64 

Janine, film, 88-89 

Japanese Embassy, Berlin 
(Moshammer), 260, 262; 263 

Jaques-Dalcroze, Emile, 38 

Jewishness, 156; black culture and, 156 | 

“Jewish question,” 12-15, 53 

Jordan, Olaf: Alexej... Bondar, 169; Two 
Russian Prisoners... of the Germans, 
169 3 

Die Juden und das Wirtschaftsleben 
(Sombart), 39 

Judgment of Paris (Thorak), 194; 
(Ziegler), 150-53; 152-53 

Junger, Ernst, 304 





Junghanns, Julius Paul, 61, 99, 132, 
158; work: Hard Work, 135; Plowing, 
61; Rest Under the Willows, 141; Self 
Portrait, 100 


Kahlenberg Peasant Family (Wissel), 
138; 148 

Kalb, Friedrich Wilhelm: Searching, 
Finding, Losing, 222 














Kampf, Arthur: /n the Steelworks, 170 

Kampf, Herbert: My Daughter Eve, 157 

Kampfbund fiir Deutsche Kultur, 35, 
285 

Ein Kampf um Rom (Dahn), 27 

Kandinsky, Wassily, 43, 65, 124 

Kardorff, Konrad von, 60 

Karinhall, Prussia, 295-96; 294-95, 
296-97 

Kaspar, Hermann, 117, 256; work: 
Reich Chancellery, mosaic hall, 258 

Kettler: Organisation Todt, 215 


Kiefer, Michael, 132, 133; work: Meadow 


near Chiemsee: Eagles, 132-33 


Kirchner, Ernst Ludwig, 60, 65, 66, 109, 


122, 124; work: Five Women, 123; 
Yellow Dancer, 124 
Kitzig, Alfred: Tyrolean Peasant Woman 
1g) AO 


Klee, Paul, 39, 43, 52, 65, 102, 109, 124 


Klein, Otto, 68 

Klein, Richard, 155, 172; work, 254 
Kleinschmidt, Paul: Duet at the North 
Café, 124 

Klenze, Leo von, 225; work: 
Befreiungshalle, 79, 225; 82; 
Walhalla, 79, 225; 8/ 

imsch, Fritz, 69, 180, 183, 203; 





as 


depicted, /8/; work: Galatea, 190-91]; 


The Wave, 158 

Klotz, Clement, 299; work: 300 

Kluska, Johanna, 155 

Knife Sharpener (Kunst), 187 

Knirr: Hitler, 171 

Koelle, Fritz, 187; Miners, 186 

Kokoschka, Oskar, 39, 124 

Kolbe, Georg, 179, 180, 183, 203, 205; 
work: commemorative memorial, 
182; Couple, 15; The Decathlon, \79: 
ring of statues, /82-83 

Kollwitz, Kathe, 35, 57, 60, 69, 167 

Konigsplatz, Munich, 230, 233-34; 
temples in, 234 

Kraft durch Freude. See Strength 
Through Joy 

Kraus, August, 65 

Kraus, Friedrich, 133 


Krause, Reinhold, 12; and the “Jewish 
question,” 12-15 

Kreis, Wilhelm, 81, 272, 273; Dresden 
and, 272; work: 83, 269 


Kronprinzen Palais, Berlin, 66, 109, 118 
Kunst, Ernst, 187; work: Knife Sharpener, 


187 
Die Kunst im Deutschen Reich. See Die 
Kunst im Dritten Reich 


Die Kunst im Dritten Reich (magazine), 


95, 115, 118, 132, 197, 202, 203, 252; 


on technology, 167-68 
Die Kunstismen/Les Ismes de l’Art/The 
Isms of Art (Arp and Lissitzky), 38 
Die Kunstkammer (art magazine), 67, 95, 
115; 69 
Kiinstlerhaus, Vienna, 109 
Der Kunstwart (art magazine), 28 
Kutschmann, Max, 71 


Lagarde, Paul de, 28 

The Land, detail of mural (Erler), // 

landscape painting, 129-32; heroic, 
132; Impressionism and, 130; 
romantic vs. “realist,” 130; Volk 
and, 130 

Lang, Fritz, 56 

Langbehn, Julius, 29 

Langeweyde, Georg Sluyterman: 7he 
Family, 9; Two SA Men, 65 

Lanzinger, Hubert: 7he Flag Bearer, 18 

The Largest Studio in the World 
(Liska), 194 

Le Corbusier, 32, 215, 285, 287 

League for the Defense of German 
Culture, 33, 122-23, 125 

Lehmbruck, Wilhelm, 69, 180 

Leibl, Wilhelm, 66, 109, 273; work 
Three Women in Church, 111 

Lenbach, Franz von, 109; work: Portrait 
of Bismarck, 259 

Ley, Robert, 73, 280, 301 

Liebermann, Ernst, 64, 155; work: By 
the Water, 64 

Liebermann, Ferdinand, 185 

Liebermann, Max, 59-60; work: Self 
Portrait, 60 








Liepus, Rudolf: 7he Flame Throwers, 159 
light spectacles (Speer), 239; 240-4] 
Linz, 41; Hitler's plans for, 209, 272-75 
Liska, Hans: 7he Largest Studio in the 


World, 194 


Lissitzky, El, 38 
List, Hans, 109 
Lookout on a U-Boat (Hausknecht), /58 
Ludwig |, king of Bavaria, 94, 230-33 


Mackensen, Fritz: The Baby, 151 
Maillol, Aristide, 180, 184, 196 
Makart, Hans, 109 

Manet, Edouard, 149; work: Olympia, 


149 


Mann, Golo, 305 

Mann, Heinrich, 60 

Mann, Klaus, 56 

Mann, Thomas, 56 

Marc, Franz, 43, 295 

March, Werner, 81, 214, 249, 250, 295 
March Field, Nuremberg, 241 

Marcks, Gerhard, 57, 180 

Marcuse, Herbert, 305 

Marees, Hans von, 273 


Marinetti, Filippo Tommaso, 56 


The Marseillaise, Arch of Triumph (Rude), 
268; 178 


Martin-Amorbach, Oskar, 99, 133, 153; 


work: Evening, 100; Harvest, 136; 
Peasant Grace, 153; The Sower, 144 


Marxism, 11. See also Bolshevism 


mass meetings/rallies, 71, 73, 77, 91, 


173, 239, 249; depicted: 80-81, 82, 
84-87, 242-43; Nuremberg, 82; 86, 
87; public squares and, 233; 
theatricality of, 82, 239, 241. See also 
ceremonies/feast days; Day of 
(German) Art 


master race, 11-12 
Matisse, Henri, 32, 65, 122 
Meadow near Chiemsee: Eagles (Kiefer), 


132-33 


Mein Kampf (Hitler), 10, 11, 21, 41, 42, 


48, 50, 91, 117, 121, 245 


Meller, Willy, 180, 187, 203, 299; work: 


eagles, 187, Goddess of Victory, 187. 


327 


203; Torch Bearer, 300 
Mendelssohn, Erich, 35, 60, 245 
Mendelssohn, Felix, 71 
Menzel, Adolph, 273 
Michael: Ein deutsches Schicksal 

(Goebbels), 45, 149 


Mies van der Rohe, Ludwig, 32, 35, 44, 


56, 60, 211, 215, 219, 285 

Miners (Koelle), 186 

Ministry of Aviation, Berlin (Sagebiel), 
249, 262; 249 

“Mirrors of the Decadence in Art” 
exhibition, Dresden, 123 

Mitgart (colony), 24 

modern architecture, 305; rejection 
of, 215, 286, 305; Weimar Republic 
and, 219 


modern art, 10, 29, 38, 56-57, 66, 123; 


anti-Semitism and, 123; banning of, 
69; Bolshevism and, 35, 38, 39; 
decadence and, 35, 38, 68, 277; 
Hitler and, 41, 69; homosexuality 
and, 38; internationalism and, 15, 
38, 39, 67, 277; Jewishness and, 35, 
38, 39, 59, 69; Kaiser Wilhelm II 
and, 38, 66; New Realism and, 97; 
rejection of, 65, 305. See also 
degenerate art 

modern design, 285-86 

Moderne Bauformen (magazine), 214 

Moll, Oskar, 65, 102 

Molzahn, Johannes: 7wins, 125 

Monument to Work (Thorak), 196 

monuments, 79-81, 94, 233, 237, 244, 
272, 275, 285; necropolises, 79-81, 
233, 249-50 

Moraller, Franz, 220 

Morris, William, 286 

mosaics, 203, 244, 256; 258 

Moshammer, Ludwig, 260; 263 

Mother and Child (Andri), 68; 
(Eichhorst), /50 

motorways, 71, 215-19, 304; 2/4, 216, 
217, 218 

Munch, Edvard, 65, 122, 123, 295 

Munich Secession Group, 99, 109, 183 

murals, 163; //, 67, 98, 101, 168-69. 
See also frescoes 


Museum of German History, Berlin, 8 

music, 33, 71 

My Daughter Elisabeth (Pfuhle), 156 

My Daughter Eve (Kampf), 157 

Der Mythos des 20. Jahrhunderts 
(Rosenberg), 33 


Nation at War (Schmitz-Wiedenbriick), 
168-70 

national festivals. See “Thing” 
movement 

National Gallery, Berlin, 66 

National Socialist aesthetic, 10, 27, 67, 
179, 200; classical style and, 32; 
German Romantics and, 32; 
Gothic/Renaissance models, 163; 
Middle Ages and, 32 

National Socialist art, 28, 152; genre 
painting and, 110; U.S. government 
and, 8. See also arts 

National Socialist ideology, 23-39, 49— 
57, 67, 71; art and, 28, 152; classical 
antiquity and, 115; cultural ideology, 
297-98, 302-5; feudalism and, 156; 
housing and, 280-85; iconography 
of, 110, 129; medieval Germany 
and, 115; Nordic/German mythology 
and, 23-29, 32, 56, 57, 237; religion 
and, 81 

National Socialist regime, 49-50, 302; 
anti-Semitism and, 11-12; culture 
and, 9-11, 16, 21; evil in, 110; 
function of art in, 12; Negro culture 
and, |1, 33; racial theories, 28, 29; 
religious overtones of, 77-78, 81, 88. 
205; symbols of, 115, 132, 205, 244, 
256, 299; urban bourgeoisie, 29; 
women in, 110 

National Socialist Women’s Congress 
(1935), 140 

Native Land and Home (Heimat und 
Haus) Society, 280 

nature, return to, 35, 71. 110, 279; man 
as dominator of, 150, 287; taming 
of, 180 

Nazi. See National Socialist 

Negro culture, 11, 33, 65, 156 

Neoclassical style, 239, 254; 


architecture, 214, 215, 225, 229-30, 
235, 237; Nordic ideals and, 237 

Neptune Fountain (Wackerle), 183, 
205; 184 

Nestler, Gotthold, work: 226 

Neuberger, Karl... (Willrich), 169 

Neue Pinakothek, Munich, 66 

The New Comet (Roeseler), 66 

New German Man, 76, 156-65; as 
hero, 157-65; as idealized male 
nude, 178-79 

The New Man (Freundlich), 122 

New Realism, 39, 109 

The Nibelungen, 27 

Nietzsche, Friedrich, 24, 40; “blond 
beast” of, 296 

Nissen, M.: Durer als Ftihrer, 29 

Nolde, Emil, 39, 56, 60, 65, 66, 69, 109, 
122, 124; work: The Mulatto, 127 

Nordau, Max: Entartung (Degeneration), 
29 

nudes: female, 149-55, 188: figural 








poses of, 200; male, 178-79; 
painting, 149-55; /52-55; 
pornography and, 153; sculpture, 
178-80, 188, 193-94, 200-201; /80- 
85, 188, 190-200, 202 

nudity, 38, 150, 179; classic ideal and, 
179, Nakedness and Education 
congress, 1929, 38 

Nuremberg, 238-45, 272; stadium, 193; 
242-43 

Nymph (Scheibe), 191 


Olympia—Feast of the Nations, film 
(Riefenstahl), 179; 25, 34, 193, 252 

Olympic Games, 1936, 250-52; 250-51, 
253; aS propaganda, 250 

Olympic Stadium (Berlin), 185, 189- 
90, 203, 245, 249-50; 250-51, 253; 
Eckart-Buhne, 250; sculptures, 250; 
towers, 249-50 

Ordensburgen (order castles), 296- 
301; Crossinsee, 299-301; 30/; 
Sonthofen, 296-97; 298, 299; 
Vogelsang, 299; 300 

Organisation Todt, 218 

Organisation Todt (Kettler), 2/5 











Pabst, Georg Wilhelm, 33 

Padua, Paul Mathias, 73, 98, 138, 153; 
work: The Ftihrer Speaks, 73; Leda and 
the Swan, 154; 10th of May 1940, 98. 
162; 164-65 

pageantry, 71 

Palmié, Gisbert: Rewards of Work, 142; 
Sniper Aiming a Rifle, 158 

Parting (Wolf), 146 

The Party (Breker), 256; 257 

Peasant from Samerberg (Gerhardinger), 
68 

Peasant Grace (Martin-Amorbach), 
153; 153 

Peasants Presenting Harvest Gifts. . . 
(Dohme), 29 

Peasant Venus (Hilz), /53 

Peasant Woman (Wissel), 1/06 

Pechstein, 57, 124 

Peiner, Werner, 65, 99-100, 102, 130; 
tapestries, of 158, 163, 259: work: 
Autumn in the Eifel, 101; The Battle of 
King Heinrich |, tapestry, 158; The 
Battle of Teutoburg Forest, tapestry, 
158; cartoon, Frederick the Great at 
Kunersdorf, 166-67; German Soil, 13] 

Pesch, Edmund, 150 

Petersen, Wilhelm, 117, 138 

Pfuhle, Fritz: My Daughter Elisabeth, 156 

Pinder, Wilhelm, 109 

Pinnau, Caesar, 260 

Piper, Joseph: Drie nackte Jiinglinge am 
Meer, 158 

Piscator, Erwin, 33 

Plowing (Junghanns), 6/ 

Plowing in the Evening (Jackel), 134; 137 

Poelzig, Hans, 215, 262 

Poppe, Georg: Portrait of the Ftihrer, 170 

porticoes, 236, 237 

Portrait of the Ftihrer (Erler), 208; 2/0 

Portrait of Mrs. Johanna Roth (Storch), 156 

Portrait of a Woman (Schmidt-Rottluff), 
124 

Posse, Dr. Hans, 273-74 

Prager, Wilhelm: Ways to Strength and 
Beauty (film), 35 

The Problem of Form in the Visual Arts, 
(Hildebrand), 180 


propaganda, 45, 76-77, 280; Der Angriff 
(newspaper), 45; architecture as, 
280-85; art as, 98, 109, 118, 134, 
138, 173, 297-98; exhibitions, 122- 
23; films, 76. 77, 280; mass media 
and, 173; mass meetings and, 82, 
173; Olympic Games as, 250; 
sculpture and, 183-84, 197 

Prussian Academy (Berlin), 59-65, 
66, 116 

Purrmann, Hans, 60 


racial theories, 24, 28, 29, 64, 118-19, 
127, 138-40, 279; sculpture and, 
175; Volk myths and, 24, 28-32 

Radziwill, Franz, 109 

Ramersdorf (model village), 280 

Readiness (Breker), 200; /99 

The Red Necklace (Hilz), 24 

Reich, Adolf, 173, 279; work: All Their 
Worldly Goods, 173; 281 

Reich, Wilhelm, 305 

Reich Aviation Ministry, Berlin, 203 

Reich Chancellery, Berlin (Speer), 163, 
197, 252-56, 268-69; 220, 225, 254- 
55, 257, 258, 259, 260 

Reich Culture Chamber (RRK), 52-53, 
56, 57, 75; Die Kunstkammer 
(magazine), 57 

Reich Labor Service, 87 

Reinhardt, Max, 38, 82 

Relay Runners (Albiker), 203; 185 

religion, 133, 134, 252, 273, 280. See 
also ritual 

Rembrandt als Erzieher (Langbehn), 29 

Rest During the Harvest (Giinther), 6/ 

Rest Under the Willows (Junghanns), /4/ 

Returning from the Alpine Meadows 
(Ehmig), /35 

Rewards of Work (Palmié), /42 

Richard Wagner (Breker), 199; 198 

Riefenstahl, Leni, 179, 233, 244, 252. 
work: Olympia—Feast of the Nations, 
25, 34; Triumph of the Will, 233; 84-85 

Riemerschmidt, Werner, 190 

Rittich, Werner, 14, 115, 118, 191, 194, 
197, 220 

rituals, 77, 88, 249, 252, 298: 


ceremonies, 79, 89; farm work as, 
133; 136-37; national feast days as, 
77; worship, 234 

Rodin, Auguste, 180, 196, 200; work 
The Age of Bronze, 200 

Roeseler, A.. The New Comet, 66 

Rosenberg, Alfred, 24, 26-27, 33, 
49), 57, 66; 73, U5, 18; 121. TIO), 
220, 275 

Ruff, Ludwig, 242 

Runge, Philipp Otto, 109, 130 

Rural Trilogy (Hilz), 116-17 

Ruskin, John, 286 

rustic style, 287, 296. See also 
vernacular style 


SA-Man Rescuing Wounded Comrade... 
(Hoyer), /9 

Der SA-Mann (magazine), 55, 121 

Sagebiel, Ernst, 214, 248, 262; work: 
248, 249 

Saliger, lvo, 109; work: Diana's Rest, 
150; 223 

Salute to Light (Fidus), 35 

Samberger, Leo, 99 

Schaarschmidt, Helmut: Earth Work, 97 

Scharff, Edwin, 65 

Scheibe, Emil: Hitler at the Front, 172: 
172-73 

Scheibe, Richard, 65, 180, 203; work: 
Nymph, 191; Standing Female, 182; 
Thinker, 182 

Schinkel, Karl Friedrich, 27, 211; Speer 

and, 239, 256, 259 

Schirach, Baldur von, 77-78, 109, 

138, 292 

Schlageter, Karl: End of the Day, 

detail, 67 

Schlemmer, Oskar, 39, 65, 117 

Schmid-Ehmen, Kurt, 180, 187-88, 
205; work: eagles, 188, 256; /89, 231, 
246, 247, 254; Faith/Fight/ 
Sacrifice/ Victory, 188, Female Nudes, 
205 

Schmidt-Rottluff, Karl, 56, 57, 60, 66, 
118; work: Portrait of B. R., 127; Portrait 
of a Woman, 124 





Schmitthenner, Paul, 215 329 


Schmitz, Hans: Peasant, 69 
Schmitz-Wiedenbriick, Hans, 99; work: 
Fighting People, 159; Nation at War, 

168-70; Workers, Soldiers, Farmer, 
162-63 

Schmock, Walter: Soldiers, 159 

Schmutzler, Leopold: Farm Girls 
Returning from the Fields, 147 

Scholz, Robert, 61, 65, 68, 105, 115, 
118, 130, 155, 157, 159, 164, 220, 
221|,, 223, 275 

Schénheit der Arbeit (SdA). See Beauty 
of Work 

Schrade, Hubert, 89 

Schult, Johann, 155; work: After the 
Bath, 155 

Schulte-Frohlinde, Julius, 39, 280 

Schultes, H.: "The Nation Rises! 
(poster), 20 

Schultze-Naumburg, Paul, 27, 29-32, 
98, 134, 215, 220 

Schumann, Georg, 65 

Schwind, Moritz von, 273 

Searching, Finding, Losing (Kalb), 222 

“Second German Architecture and 
Craft Exhibition,” 286 

Seele, 16, 24 

Self Portrait (M. Liebermann), 60 

The Seven Deadly Sins (Weiss), 173; 282, 
283 (detail) 

Slevogt, Max, 123 

Sniper Aiming a Rifle (Palmié), 158 

Soldiers (Schmock), 159; (Waldschmidt). 
203; 176-77 

Sombart, Werner, 39 

Sommer, Johannes, 167 

Die Sonne (magazine), 24 

The Sower (Martin-Amorbach), /44 

Speer, Albert, 44, 45, 65, 76, 89, 117, 
183, 203, 208, 211, 219, 239, 244, 
259, 267, 273, 290, 291, 293; 
depicted, /97; plans for Berlin, 252- 
54, 263 
work: German Pavilion, International 
Exposition, Paris, 205, 244; 246, 247; 
German Stadium, model, 245, 254, 
208; \ight spectacles, 239; 240-41; 


Reich Chancellery, 197, 252-56, 
268-69; 220, 225, 254-55, 257, 258, 
259, 260; streetlamps, 264 

Sperl, Lothar: Clearing the Land, 
134; 136 

Spiegel, Ferdinand, 98, 162; work: Tank, 
163; 168-69 

Spirit of Proclamation (Kolbe), 205 

Spitzweg, Carl, 109, 292; work 
Childhood Friends, 104; On the 
Road, 292 

SS (Internal Security Force) Training 
Manual, 22 

Stahl, Franz Xaver, 99 

Standing Female (Scheibe), /82 

Stauber, K.: “Germany Lives” 
(poster), /9 

Steiner, Rudolf, 38 

Steinle, Edward, 292 

Stieler, Robert: Boxer 192 

Storch, Karl, the Younger: Portrait of 
Mrs. Johanna Roth, 156 

Strauss, Richard, 56, 252 

Street Fighting (Eichhorst), /60-61 

Strength Through Joy, 73-75, 286 

Strength Through Joy Creates the Beautiful 
Village (Gutsmiedl), 280 

Stuck, Franz von, 109 

Der Sturm (magazine), 29 

Die Stinde wider das Blut (Dinter), 39 

swastikas, 205, 236, 241, 244, 256 

synchronization (Gleichschaltung), 52. 
75; advertisements and, 90; music 
and, 53 


Tamms, Friedrich (Fritz), 220, 272, 275; 
work: 2/8, 219 

Tank (Spiegel), 163; 168-69 

Tank, Kurt Lothar, 179, 194 

Tannenberg Monument, Prussia, 79, 
241; 80-81 

tapestries, 110, 158, 163, 259; cartoon 
for Frederick the Great. . . (Peiner), 
166-67 

Taut, Bruno, 35, 215, 245, 285 

technology, 77, 167; “Art and 
Technique” article on, 167-68; 


motorways and, 215 

Tempelhof Airport (Sagebiel), 248; 
model, 248 

Temples of Honor, Munich, 234; 23/, 
232-33 

10th of May 1940 (Padua), 98, 162; 
164-65 

Tessenow, Heinrich, 35, 214, 239 

Teutoburg Monument, Prussia, 79 

Thanksgiving (Wegener), 149 

“Thing” movement, 81, 296 

Thinker (Scheibe), 182 

Thoma, Hans, 66, 109 

Thomas, Ernst, 109 

Thony, Eduard, 99 

Thorak, Josef, 65, 117, 179, 180, 183, 
187, 190-96, 200, 202, 203, 205, 244, 
256; depicted, /94; Rosenberg and, 
190; studio, 193; 195, 204; work: 
Comradeship, 244; Couple, 193-94; 
194; The Family, 244; 247; Fighters, 
203; The Judgment of Paris, 194, Last 
Flight, 158; Monument to Work, 196; 
The Pious, 190 

Threepenny Opera, film (Pabst), 33 

Thyssen, Fritz, 229 

Tietz, Johannes: Double Image, 123 

Todt, Fritz, 211, 218-19 

Torch Bearer (Meller), 300 

Treibsch, Franz, 117; Hitler 224 

Tristan und Isolde, opera (Wagner), 44, 

45 

Triumphal Arch, Berlin (Speer), 263, 
265: model, 268 267 

Triumph of the Will, film (Riefenstahl), 
233; still from, 84-85, 242 

Troost, Gerdy, 116, 236, 237, 241, 248, 
272-73, 287; depicted, 95; work: 284 

Troost, Paul Ludwig, 93, 119, 203, 211, 
214, 234, 229-30, 233, 235, 252, 259; 
depicted, 209 
work: Administration Building, 236, 
238: Fuhrer Building, 236-38, 256; 
234-35, 282; House of German Art, 
162, 193, 203, 237-38; 236; Temples 
of Honor, 234; 23/, 232-33 

Truppe, Karl, 155; work: Youth, 155 























Trust No Fox and No Jew, 12 

Tuaillon, Louis, 256 

Two Men Observing the Moon (Friedrich), 
131 

Two Russian Prisoners of the Germans 
(Jordan), 169 

Two SA Men (Langeweyde), 65 

Tyrolean Woman with Child (Kitzig), /50 


Urban, Hermann, 98 


van Gogh, Vincent, 66, 122 

Velazquez, 33 

vernacular style art/architecture, 110, 
276-300; 279; gabled roof, 285; 
handicraft traditions and, 285; 
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192; Neptune Fountain, 183, 203; 184 

Waener, Richard, 24, 45, 293: art as 
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Waldapfel, Willy, 116 

Waldschmidt, Arnold, 56, 185-87; 


work: Soldiers, 176-77 
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Warnecke, Rudolf: Carpenters, 138 
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Weiss, Franz, 173, 282; work: The Seven 
Deadly Sins, 173; 282, 283 
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